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Abstract  
Increasingly situated at the intersection of local and global concerns, Danish national 
cinema promotes a discourse on disparate cultural identities and knowledge. 
International acclaim afforded Denmark’s contemporary screen industries reflects the 
nation’s increasingly globalized audio-visual capacity. This research examines a 
number of factors that contribute towards this transnational reach.  
The dimensions of Danish cinema have largely been addressed within the academy 
according to industrial mechanisms, rather than interpersonal dynamics or cultural 
proclivities that inform the development of screen narratives. This thesis engages with 
the story behind the story; specifically how screenwriting as a modality of film practice 
can be considered in relation to the discourse on transnational cinema practices, and 
how filmmaking relationships facilitate Denmark’s reach beyond a Scandinavian 
context.  
Danish screenwriting practice is examined as a series of inter-disciplanary negotiations 
and co-operative experiences. The writer/director dynamic within script development is 
located not only as a distinctly Danish inclination but an important component of 
transnational storytelling. This research also articulates the resourcefulness evidenced 
within both Danish film policy and practice, specifically regarding the application of 
strategic collectivism as both cultural sentiment and a creative approach to filmmaking 
within a small nation context.  
Danish screen practice can be understood as a network of strategies, relationships and 
creative preferences that promote Danish filmmaking as an internationally driven 
industry. Through a close reading of three feature film narratives I examine how 
dislocated selfhood and the othered child as recurring motifs, have been activated 
through expressions of genre and in doing so, present a distinctly Danish approach to 
transnational cinema practice. I explore how expressions of the local/global binary 
service the interrogation of both personal trauma and redemption as key dramatic 
threads. As an instructive facet of meaning making I reinterpret, challenge and negotiate 
these preferences within my own screenplay as creative practice, connecting practical 
and theoretical modules within the text. 
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Introduction 
0.1 Transglobal Pathways – The Outward Leaning Gaze of Danish Cinema  
A nation’s interest in its national cinema, while often absent in a small-nation context, 
nonetheless has something unsurprising about it… transnational, international or 
global awareness of a small, state-supported cinema’s offerings is, on the other hand, 
far more striking...  
(Mette Hjort 2005: 2) 
At the 2007 Sydney International Film Festival I saw Efter Brylluppet / After the 
Wedding (2006) for the first time and was deeply moved. The film marked the 
beginning of my fascination with Susanne Bier and her long-time story collaborator 
Anders Thomas Jensen. As a burgeoning screenwriter I was also familiarising myself 
with the dimensions of cinema beyond a parochial Australian context. On reflection, 
this was the start of a self-regulated intercultural education.1 Danish film in particular, 
facilitated my interest in stories that spoke widely to the human experience but also 
provided a porthole into what I perceived to be culturally obscure, distinct or 
indispensable.  
I continued to seek out and situate myself within Danish screen stories. What was I 
looking for? Why did I need to return? This thesis attempts to answer these questions, 
largely through creative and theoretical schemes attributed to screenwriting and 
associated practices such as script development. Accordingly, I return once more to the 
fictional world of Efter Brylluppet / After the Wedding (2006) alongside a number of 
other Danish screen narratives. They have informed my own creative process and ways 
of imagining as much as my formal screenwriting education.  
Using the case study as research method, this exegesis locates the screenplay as a 
mechanism through which ideas on transglobal storytelling (such as presentations of the 
Global North and Global South as interwoven story realms) can be expressed with 
varying dramatic intent. While this external gaze reflects contemporary Danish screen 
																																								 																					1	The insightful work of Yeates, McVeigh and Van Hemert (2011) interrogates pedagogical approaches 
to transnational film studies, importantly how a shift away from ethnocentrism impacts directly on 
engagement with and attitudes towards transcultural cinema research and practice.		
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industries revising notions of (trans)national cinema, the majority of scholarly research 
to date has focused on the influence of industrial and policy frameworks rather than 
creatively informed ways of devising and developing screen works. Here, I specifically 
reference the screenplay as a research artefact and screenwriting as a culturally 
informed process. Accordingly, this exegesis provides an original contribution to the 
study of Danish cinema by closely examining the narrative principles and preferences 
demonstrated within three feature films produced between 2006 and 2014: Efter 
Brylluppet / After the Wedding (2006), Haevnen / In a Better World (2011) and En du 
elsker/Someone you Love (2014). These case studies do not personify Danish cinema in 
its entirety. However, the writer/director collaborations underpinning these narratives 
demonstrate a proclivity for collaborative story development that I argue, supports 
international visibility and the success of contemporary Danish relationship dramas.   
Researching the screenwriter/director dynamic is not a new scholarly inquiry.  
Filmmaking is a fundamentally collaborative venture, integrating a multitude of 
working partnerships throughout the chain of production. The writer/director 
partnership has been recursively examined through the theoretical lens of authorship, 
gauging how certain collaborations provide creative space ‘for two authors with their 
original ideas and poetic and visual imagination’ Pelo Riikka (2010: 122).   
While research often situates writer/director collaborations within a national frame or 
historical context2, the focus often falls on male partnerships. My research addresses 
this gender imbalance by referring explicitly to male writer/female director partnerships. 
Current research also fails to engage with an (auto) ethnographical methodology such as 
the practitioner interview, as a means by which to qualify or expand upon narrative 
analysis. This exegesis interrogates collaborative process and product through a case 
study method, incorporating practitioner interview and a close reading of the screenplay 
as methodological tools. As another interconnected component, I explicitly draw 
attention to my own dual authorial presence as researcher/practitioner, making ‘visible’ 
my role in both narrative and discourse analysis. In particular, the practitioner 
interviews shepherded my own script development process.  
The creative reflection (chapter 5) expands upon the growing body of scholarly research 
that seeks to legitimize screenwriting within creative practice research and substantiates 																																								 																					2	See Gourdin-Sangouard (2010) 
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‘how a researcher responds to the challenges of framing a screenplay as a research 
artefact’ (Sung-Ju, Lomdahl, Sawtell, Scully and Taylor 2016: 85). 
Screenwriting is largely a dissemination of the creative Self, a complex figure both 
accessed and othered within the text itself. Accordingly, this research situates the 
screenplay as a constructed process involving epistemological self-analysis of the 
creative self as screenwriter. This thesis employs a practice-led approach to research, 
affirming the experiential nature of tacit knowledge as an instructive research tool 
bridging theory and practice within the thesis, and further enabling communication 
pathways between academia and screen industries. 	
 
0.2 Inde i verden – Denmark as Small Film Nation 
Over the last half-decade Denmark has shed a number of cinematic skins. Certainly the 
cultural shifts within film industry policy have positioned Danish cinema as an 
instrumental player in a global economy (Bondebjerg 2016: 25). Such creative 
mutability was largely realised through constraint-based approaches indicative of the 
Dogme 95 manifesto; a meta-cultural response to globalization, and the pivotal mid 90s 
industrial overhaul under which the New Danish Cinema movement emerged. This 
period of revitalization not only rebranded Danish film as strikingly innovative but 
contributed to a decentralized cinema where film as cultural product shifted notions of 
the national into a global landscape.  
Regeneration of this kind is, I argue, dependent upon cinematic representations that 
transcend national borders or shared language, based on discourse not dialect. 
Denmark’s continued international reach raises questions not only as to the form these 
discourses take, but how they may also enable practitioner self-inquiry and analysis of 
the screenplay. As noted by Maras (2009: 11), the functionality of a screenplay changes 
according to the particular discipline it serves and the practitioner it lends itself to. 
Throughout the filmmaking process the script is both complete in object form and yet 
subject to change as a working document and/or open to interpretation as a reference 
text. Given the complexities of form, how might the screenplay as narrative engine 
facilitate wider discussions about the nature and capacities of small film nations? 
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Scandinavian screen industries aim to connect beyond the local through meaning 
making systems such as film genre. Though not examined in this research, the 
phenomenon of Nordic Noir has made genre a transnational currency, facilitating 
Nordic contributions to global popular culture (Gustafsson and Kaapa 2015: 1). It re-
presents facets of a contemporary world order such as the fractured state and perceived 
threat of those othered by religion, culture or political ideology and in doing so, 
provides a clear example of how national cinematic landscapes can be examined 
through aesthetic style and tone. The fact that many screen works particularly from 
Denmark have been adapted into other languages and screened in numerous film 
territories, demonstrates the crossover appeal of storytelling articulated through the 
prism of a distinct cultural locale, temperament and aesthetic.  
Beyond genre the markers for transnational cinema are defined, debated and categorised 
by how (and how well) screen works situate the nation within a global consciousness. 
As a site of cultural locale Denmark provides an exemplary demonstration of how 
processes of globalization are instantiated in the local. Whilst national cinema has been 
used as a critical construct through which to identify ‘formal, thematic and cultural 
commonalities within their defined boundaries’ (Van der Heide 1995: 213), 
screenwriting and associated practices feature less frequently as a means of 
understanding national cinema preferences or predilections.3  
Within a Danish context transnational cinema has largely been explored by examining 
the distributive crossover and co-production facilitation between but not limited to 
Scandinavian nations. The investigative focus of Ib Bondebjerg and Eva Novrup 
Redvall’s (2013) illuminating research follows the industrial and financial pathways to 
screen work execution and delivery where the screenplay may be viewed more as the 
beginning point of a commercial entity. However, the story of the story as examined in 
this research provides insight into the role of cultural value systems within Danish 
transnational cinema practices.  
Screenwriting is a complex series of relationships, ideas and processes (Batty, Sawtell 
and Taylor 2016: 149). At its most rudimentary the screenplay text facilitates an 																																								 																					
3 An important differentiation must be made here between national and nationalistic filmmaking. This 
research does not investigate Danish screenplays with a conspicuous nationalistic agenda. Further, the 
screen narratives examined in this exegesis do not embrace a patriotic sentiment or aesthetic as ascribed 
to nationalist screen works. 
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ongoing interplay between practitioners involved in producing a screen work. This kind 
of creative fertility reflects the hybrid nature of the screenplay as literary form, artistic 
work and conduit for screen-based imaginings. Given attributive credits often bestow 
ownership of a screen work to the director one might question whether the screenplay is 
at risk of depreciation the further it travels through the chain of production. As Maras 
recognises the form is neither self-revealing (2009: 5) nor static, open as it is to varying 
degrees of modification through practitioner usage or theoretical analysis. The academy 
however, has become an increasingly restorative and engaging site of discourse on 
screenwriting as an inter-disciplinary mode of (trans) national cinema practice and the 
associated experiences of the screenwriter. Accordingly, one can engage with the 
‘academic screenplay’ (Batty, Sawtell and Taylor 2016: 151) as a research text situated 
at the intersection of industrial and scholarly agendas. 
This exegesis largely examines script development as a register of screenwriting based 
on a collaborative system of creative inquiry, negotiation and idea exchange. Using the 
interview as a key research methodology I prioritize the screen practitioners’ 
experiences of this immersive space, where the screen idea and subsequent story are 
discursively reimagined. While script development is a process understood and 
embraced within many national screen industries, this exegesis examines the 
writer/director story collaboration as a common dynamic within Danish script 
development practices.  
 
0.3 Chapter Overview  
The main focus of Chapter 1 is to ground the thesis within a cultural locale, examining 
theoretical reckonings of Denmark as a small film nation and how this status has been 
shaped with reference to film policy and production. The review of existing literature 
will also explore the evolution of contemporary Danish film as national product and 
platform for interrogations of cultural identity. In line with Hjort’s (2005: 138) 
suggestion that a cluster of emotions may reflect a nationalistic sentiment, Chapter 1 
also examines whether cultural sensibilities or systems of knowledge such as Jante Law 
impact on the expression of screen narratives in a consistent and meaningful way.  
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The collaborative nature of Danish screen culture reinforces screenwriting as a process 
in which reckonings and reconciliations occur with a shared sense of story authorship. 
One of Denmark’s most emblematic film collaborations is the writer/director 
partnership between screenwriter Anders Thomas Jensen and director Susanne Bier. 
Often ensconced within a ‘world of grand emotion’ (Skotte cited in Horsman 2011) 
their preference for melodrama can be understood as a tactical application of genre 
mode, utilized to generate international visibility. The Bier/Jensen filmography has 
arguably become a critical point of departure within scholarly discourse on the 
denationalisation of Danish cinema and just what the term global storytelling4 can mean 
within a Scandinavian context.  
Chapter 2 contextualises melodrama within the Bier/Jensen oeuvre as a genre that 
harbours fictionalized trauma within the cinematic frame. Similarly, this research 
examines dramatic tension between story worlds and disconnected selfhood as an 
emblem of the Danish state searching to reposition itself within an unstable world order. 
I examine how the Bier/Jensen story model, often framed by ethical dilemmas and inter-
personal conflict, exemplifies a fictional world building that transcends geographic and 
cultural borders. The audio-visual focus of this research echoes Appadurai’s (1996) 
analytical notion of ‘scapes.’ As a spatial reckoning of transnationalism, the mediascape 
engages with circulations of media around the world and how this movement enables 
cultures separated by spatial distance to ‘see’ each other. Of particular relevance here 
are the notions of gendered mobility and the use of children as a redemptive narrative 
device.  
As much as national cinema is viewed as a site of conflict, heterogeneity and change 
(Elkington and Nestingen 2005: 13), from a Global North filmmaking perspective there 
are certain aspects of the screenwriting craft (such as plot, characterisation, theme, 
structure) that ground critique within a recognised field of knowledge. Moving past the 
Bier/Jensen melodrama to the more restrained relationship drama, Chapter 3 presents a 
case study on the script development practices that underpin Kim Fupz Aakeson’s 
screenplay for En du Elsker/Someone You Love (2014). This chapter engages discourse 
analysis through practitioner interviews on the transactional nature of the script 
development process.  
																																								 																					
4 See Dancyger (2001) 
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Chapter 4 offers a narrative analysis of Aakeson’s shooting script, examining 
employment of the child’s gaze as a dramatic device servicing character transformation. 
Critical to this chapter is a theoretical critique of the lost/othered child as cinematic 
trope and the structural intersection between childhood and adulthood within the text. 
Diverging from the Bier/Jensen worldview, this case study broadens the scope of what 
may be considered transnationalized storytelling from a Danish perspective.  
Appendix A provides interview transcripts detailing the nature of script development as 
experienced by above-the-line practitioners credited on the screenplay En du Elsker / 
Someone You Love (2014). Interwoven throughout is a shared understanding of script 
development as a sustained synergistic inquiry between story collaborators within which 
a screen idea is conceived and progressively shaped into a screen story.  
The creative component of this thesis is a first draft screenplay entitled A Quiet 
Companion (see Appendix C). In attempting to articulate a Danish film narrative 
sensibility, my methodological approach in Chapter 5 (creative practice reflection) was 
to utilize the story preferences and stylistic considerations as examined in the Danish 
case studies. I explore how my screenwriting practice reflects and revises these 
expressions, but also demonstrates ways of ‘thinking stories that will travel across 
cultural borders’ (Brenes, Cattrysse and McVeigh (2017: 6). Central to this self-inquiry 
is the narrative promise of a transformative journey, and how my intentions as 
screenwriter are revealed through this paradigm. I interrogate the efficacy of positioning 
my story world within Denmark, and how this placement impacts on a sense of 
narrative authenticity. This kind of reflexivity invites questions that are largely 
disseminated through unfolding iterations of the text. Accordingly my submitted 
screenplay incorporates a number of amalgamated drafts, as commonly practiced within 
script development.  
Appendix B provides editorial script notes for A Quiet Companion provided by case 
study screenwriter Kim Fupz Aakeson. Drawing together key arguments, findings and 
questions the conclusion restates the original contribution, namely how culturally 
informed creative labours facilitate the discourse on Danish storytelling from a textual 
perspective, and how the application of certain cinematic tropes can provide fictional 
storyworlds with a transnational capacity.  
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0.4 Methodological Framework  
The practitioner interview as authoritative research tool has in some contexts been 
dismissed as ‘random investigations rather than systematic scientific evaluation.’5 This 
rather flippant claim has been countered in recent evaluations of practitioner practice,6 
which frame the interview as an important facilitating process for research, and also 
reiterate the instructional nature of practitioner insight and choice-making (Bordwell 
and Caroll cited in Redvall 2012: 59). 
The interview as a research method provides a critical insight into the contemporary 
reflections of New Danish Cinema. Practitioner interviews also highlight shifting 
cultures within the Danish film industry and how creative practices such as script 
development evolve accordingly. My approach highlights the complexities involved in 
practice-led research, where intersecting analytical applications are often required. As 
aforementioned, this exegesis embraces a case study method interweaving practitioner 
interviews and discourse/narrative analysis as methodological foundations.  
In my self-reflexive capacity as researcher, this project draws attention to what I call the 
triangularity of perception (TOP) – how my geographic locale, cultural and personal 
proximity to Denmark influence an understanding of and connection to Danish 
screenwriting practices. The triangularity of perception as a system of analysis arguably 
provides a distinct point of reference for the researching practitioner and agitates more 
traditional paradigmatic modes of engagement. It provides a discursive platform for 
analysis that unites creative practice and theory, industry and the academy, practitioner 
and researcher.  
Importantly this approach engages with both synchronicities and variance between the 
aforementioned binaries as the researcher begins to understand how their own 
intersectionality impacts research practices and outcomes. The TOP can also be viewed 
as an auto-ethnographic component of the exegesis, highlighting my ontological 
presence as researcher within the text and in doing so, facilitating analysis and critique 
of my role as research participant and the dimensions of self-inquiry (explored further in 
Chapter five).  
																																								 																					
5 Definition from Dictionary.com cited in Hjort, Jorholt and Redvall [eds] (2010: 14) 
6 see Hjort, Jorholt and Redvall (2010: 14) 	
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For instance, my own geographic locale in Australia initially appeared to be a logistical 
impediment. However, working from the outside in, helped me to establish an 
understanding of the Danish film industry through publically available resources such as 
the Danish Film Institute website which provides a comprehensive overview of 
industrial data (such as distribution and exhibition, investment figures, and a film 
register), practitioner profiles and contacts to key figures across the film sector. It was 
important to gauge how the Danish film industry articulated the dimensions of practice 
and production to the world at large.  
From Australia, I was then able to locate and communicate with practitioners. Given the 
Danish industrial framework is similar to an Australian model, I was familiar with the 
roles and services I wanted to research. I then formulated a series of questions that 
would provide me with an insight into contemporary perspectives on the nature and 
content of Danish cinema, from creative and economic perspectives. I tailored question 
lists to certain practitioners in order to gain a comprehensive analysis of the story 
development process within the screenplays I planned on employing as research texts.  
Through email communications, I set up a number of face-to-face interviews and 
undertook research trips to Copenhagen in 2015/16.  Some of these interviews led to 
further contacts and subsequent interviews were set up with other practitioners 
including producer Sidsel Hybshmann. 7 After transcribing the interviews, I was able to 
find connective threads that would shape the core of this exegesis.  
The other considerations of TOP- cultural and personal proximity to Denmark- also 
impacted on the interview methodology. As aforementioned, my initial interest in 
Danish cinema cemented my focus on the Bier/Jensen collaboration. I read and watched 
all of their films in order to establish a deeper understanding of their narrative, thematic 
and structural preferences. I also read critical reviews of their films and interviews with 
both filmmakers, in order understand their domestic and international reputation.  
It is here that I acknowledge my own bias for a particular style of ‘quality’ filmmaking 
with nuanced performances, stylised aesthetics and a dramatic temperament that 
services emotive inter-personal conflict. While this kind of affinity may extend into an 
overly familiar association with/reverence for the filmmakers themselves, I view my 																																								 																					7	I also interviewed Daniel Borgen, a New Zealand director working in Denmark. However, the scope of 
the thesis did not allow enough space to engage with his practice.  
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cinematic preferences as instructive subjectivity. My own tacit knowledge of story 
development and the screenwriting craft arguably affords me critical engagement with 
the work, regardless of personal preference. As other researchers straddling the 
academic /practice divide have acknowledged, this kind of approach requires one to be 
as ‘vigilant, explicit and transparent as possible’ (Lyle 2015:44). To this end, the 
research experience has often felt like holding an intervention for and by myself.  
The practitioner question list I devised was heavily influenced by scholarly research in 
which the practitioner interview helps to establish individual processes. The trilogy of 
books Danish Directors8 provides one of the most important English language examples 
of how the interview as research method not only provides insight into the working 
practices of film practitioners, but also highlights an attitudinal shift within the academy 
that supports analysis through a practitioner-led discourse. This approach validates 
individual experience and knowledge as legitimate, informative sources of qualitative 
data, facilitating discussions between the academy and screen industries. Chapters 3 and 
4 explicitly engage with the practitioner interview, prioritizing the screenwriter’s 
experience of script development undertaken with the director as co-story collaborator. 
In doing so, this research affirms the importance of the screenwriter’s perspective and 
how it informs storytelling practices.  
Practitioner knowledge provides insight into the mechanics of screenplay design; idea 
development, storyworld, characterisation narrative and character arc, plot construction 
etc. My own screenwriting experience facilitated a productive and engaging discourse 
with Danish practitioners. There is a shared language at play that in many ways 
provided intimate access to the interviewees, diminishing the challenges that distance 
often generates. While film is a cultural export, the cultures inherent within Global 
North filmmaking practices often transcend national borders and identities. My 
engagement with members of the global screenwriting community positioned research 
as a creative transaction in itself.  
I tried (in vain) to set up interviews with Anders Thomas Jensen and Susanne Bier but 
strategically contacted Sisse Graum Jorgensen, a Danish producer who has worked 
extensively with both practitioners. While there are pre-existing English language 
																																								 																					
8 This series has been editorially steered by Mette Hjort (2003, 2010, 2014) in conjunction with a number 
of other leading Danish scholars such as Eva Novrup Redvall. 
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interviews with Bier and Jensen that I have referred to within this exegesis, there are 
less English language interviews with Jorgensen. Accordingly, this research makes a 
contribution to the literature on Danish screen practitioners, and approaches to 
filmmaking within a small film nation context.   
An increase in the prevalence of the creative thesis has also stimulated debate around 
alternate methodological modes that respond to the limits imposed on a creative thesis. 
The Research Question model (Milech and Schilo 2004) sees both exegetical and 
creative aspects bound together with a single question answered independently, because 
‘each component of the thesis is conducted though the “language” of a particular 
discourse’ (Milech and Schilo 2004). This approach provides uniformity through a 
singular interrogation or analytical point of reference. I have framed this exegesis 
accordingly, with a research question that can be expressed as follows:  
Which preferences, tendencies and approaches demonstrated within 
selected screen narratives and script development processes contribute 
to the internationalization of contemporary Danish relationship and 
melodrama feature films?  
 
The spirit of this question can also be evidenced within the English language interviews 
I conducted with above-the-line practitioners credited on the film En du Elsker / 
Someone You Love (2014), which are interwoven throughout the exegesis.  
As a self-reflexive researcher I am complicit in this system of meaning making, 
specifically through exchanges with subjects. The interview became a cyclical mode of 
inquiry mirroring the dynamic of calling and answering, evidenced within story 
development practices. This process provided a compendium of creative exchanges that 
structured my own creative reflection in Chapter 5.  
Existing literature on Danish film practice promotes analysis of formalized industrial 
structures and policies explored within a small nation framework. Examining cinematic 
output as a textual concern has been a lesser focus. Given that the auteur driven model 
of Danish filmmaking has shifted towards collaborative modes of practice it seems 
logical that the scholarly gaze should follow.  
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From a methodological perspective my interest in both the case study and practitioner 
interview is primarily informed by the work Eva Novrup Redvall (2009, 2010, 2012, 
2013), one of Denmark’s most accomplished scholars on the working practices of 
Danish TV and film writers. Of significance to this exegesis is her 2009 study using a 
CPS (creative problem solving) methodology to explore the problem finding and 
problem solving experience that took place in the idea development phase of the Danish 
feature film Lille Soldat / Little Soldier (2008), between screenwriter Kim Fupz 
Aakeson and director Annette K Olesen. The study provides an excellent overview of 
the creative stages within idea shaping in accordance with the impact of writer/director 
dynamics on decision-making processes. Detailing the convergence of collaboration and 
creativity within the text, Redvall’s work generates a scholarly portrait of the dynamics 
within story construction. This research responds by evaluating the collaborative 
synergy between Aakeson and Danish director Pernille Fisher Christensen in 
conjunction with his creative voice, articulated through the screenplay text and 
practitioner interview.  
As narrative analysis I provide a close reading of the screenplay to contextualise 
practitioner interviews. It is in this space as Maras (2009: 21) considers, that one may 
better understand the rules of engagement utilized within the ‘practice of composition.’ 
With this theoretical perspective in mind, I will examine how the screenwriter’s 
language-use and visual grammar provides a screenplay with transnationally oriented 
themes and subject matter. My initial point of departure was to ascertain which 
screenplays I could access as English language texts. I searched the publically available 
database held on the Danish Film Institute website and located a number of Danish 
language screenplays, without translated versions.  
After viewing a number of Danish feature films, I made contact with above-the-line 
practitioners associated with the screen works. The screenwriter of En Kongelig 
Affare/A Royal Affair (2012) Rasmus Heisterberg, the production company for 
Haevnen/In a Better World (Zentropa), the producer of The Weight of Elephants (2013) 
Katja Adomeit and the producer for En du elsker/Someone You Love (2014) Sisse 
Graum Jorgensen, generously provided me with English language screenplays. I then 
ascertained which screenplay would be most instructive in exploring the key research 
question, namely which narrative preferences and developmental strategies are utilized 
and how do these engage with a transnational marketplace?  I chose the English 
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language screenplay for En du elsker/Someone You Love (2014), after confirming 
interviews with all above-the-line creatives. I anticipated this would allow for an in-
depth examination of collaborative dynamics and creative decision-making.  
The construction of a practice-led research framework required a mutable approach to 
negotiations made between and within methodologies. In this regard, the creative 
practice component of this thesis sits within an exegetical echo chamber, where an auto-
ethnographical approach to writing a screenplay is adopted. The methodology for 
reviewing my own personal bias involved a conscious separation of the Creative from 
the Critical self. This allowed me to view my own work with an editorial attitude, 
reflecting on the evolving script with critical distance. I also took field notes throughout 
my trips to Denmark, which allowed me to formalise the process more than I would do 
outside of an academic context.  
Surprisingly, this facilitated a cultural consultation of sorts, questioning my response 
and reaction to Denmark as storyworld locale, and the kind of scenarios that might 
prove interesting to explore, or clarify questions around authenticity. This process made 
explicit my own personal geographies as a writer, and incorporated a bias check most 
importantly on the cultural presentation of character. Chapter five examines this 
unravelling of the creative Self, and the script development process that followed.  
 
0.5 Rationale and Significance 
The theoretical underpinnings of this exegesis weave together screenwriting as a distinct 
creative labour and Danish filmmaking as a collaborative cultural practice that 
facilitates a global identity and persuasion. There is a scholarly deficit in articulating not 
only the dimensions of the Danish screenplay, but also how the interplay between story 
and stylistic form can facilitate analysis of Denmark’s small nation identity and 
transglobal appeal. One of the aims of this exegesis is to explore how the case study 
narratives further Danish screen works as a cultural commodity. While Scandinavian 
Cinema studies explore the historical, political and ethnographical dimensions of both 
Danish film practice and output, an English language discourse on how the screen idea 
and subsequent story are realised within modes of Danish script development practice 
lacks qualitative analysis.  
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The collaborative nature of filmmaking is often viewed as a sequential process, where 
‘specialized individuals take turns in contributing during separate stages of idea 
development, scriptwriting, script development, pre-production, production, post 
production etc’ (Redvall 2009: 35). While this is an accurate depiction of the 
filmmaking chain of production, I suggest that Danish script development can be seen 
as a creative, integrated syndicate of participants and ideas. In this way, screenwriting 
can be viewed as a parallel system of exchange.  
I seek to explore the mechanisms of the screenwriting craft through a culturally specific 
framework that promotes transnational flow and connections in cinema (Higbee and 
Lim 2010: 8); in this case between Danish screen practices/practitioners and my 
position as an Australian-based researcher and screenwriter. My screenplay and 
reflection on creative practice provides an original contribution to the limited number of 
creative theses written within the screenwriting discipline. Consequently this project 
further promotes the connective model of exegesis (Hamilton and Jaaniste 2010) that 
services both traditional approaches to research but also responds to the mutable 
requirements, attitudes and trajectories within screen industries. Screenwriting is an 
emergent research practice within the academy both in Australia and internationally.  
As Batty and McAulay (2016) suggest the efficacy of this particular creative inquiry is 
dependant upon ‘the creation of knowledge that speaks directly about practice, and 
which can be valued by those outside of the academy as well as inside it.’  This thesis 
responds by engaging with the temporal and ontological dimensions of the screenplay 
through a Danish industrial prism and in doing do illuminates story development 
processes as a form of combative innovation (examined further in Chapter 1). This 
approach builds on the work of Mette Hjort (2005, 2007) in signalling the distinct 
creative strategies applicable to small film nations, through engagement with 
screenwriting as a creative labour and national cinema a cultural export.  
Regarding the discourse on small nation cinema, I have engaged primarily with 
ontological divisions between the local and the global. Lastly and perhaps most 
importantly, I reference the capacities of the screenplay not only as a research text but 
also as a system of meaning making that facilitates transnational pathways in and out of 
Danish cinema. While a comprehensive analysis of Danishness (as a collective 
sensibility or value system) sits beyond the scope of this exegesis, the case study 
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narratives examined reflect a textual intersection between the local and global that can 
be seen as both culturally distinct and relevant beyond a Danish context. This thesis 
affords the screenplay legitimacy as a source of inquiry into story development, one that 
could also be instructive in studying the preferences and capacities of other small film 
nations and how approaches to storytelling are influenced by socio-cultural geographies.  
The adult-child relationship is a crucial dynamic within the case study texts and acts as 
a connective bridge to my own creative work. The intersection of gender and ethnicity 
are also important markers of screen identity in line with the presentation of the 
dislocated self as an ontological motif; a figure I have also incorporated into my own 
process of character construction. These preferences situate Danish identities within a 
transnational landscape and reveal how the Danish filmmakers examined within this 
exegesis have enacted a Danish particularism that transcends domestic and regional 
contexts.  
As aforementioned, this thesis is bound by a stylistic rhythm of calling and answering, 
echoing the cavernous storyworld space of loss and dislocation within the case study 
texts. This interplay between critique and reflection, debate and affirmation, 
corresponds to the lyrical quality of Aakeson’s screenplay examined in Chapters 3 and 
4, and the structural framework of the transformative journey I have situated within my 
own screenplay. My research focus on storytelling highlights the very human need to 
‘encounter, access and immerse’ oneself within cultural products and, in doing so, make 
them our own (Collins 2013, 641). By stepping inside the screen narrative, this thesis 
becomes a negotiation between critical thought and creative imagining, between my 
dual status as practitioner and scholar. The screenplay as creative component to this 
thesis, locates screenwriting as part of my auto-ethnographical inquiry, examining how 
personal geographies and identities necessarily influence approaches to both research 
and creative practice.  
From a theoretical perspective, this exegesis cuts across different plains knowing and 
being. As a literature review, the first chapter engages with the cultural geography of 
Denmark as a small film nation. In conjunction, I examine how screenwriting has been 
employed as a distinct creative labour, and the screenplay as a research artefact within 
the study of story development and authorship.  
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Chapter 1   A Dialogue on Danishness: Theorizing Screenwriting, 
Script Development and the Small Film Nation  
Through an often-fractious historical lens, changing notions of statehood increasingly 
problematize the notion of small nation and associated terms of reference. The 
reconfiguring of geographic borders challenges assumptions about the nation-state and 
its utility as a descriptor for specific and concrete ideals and film practices. Similarly, 
the politics of terminology closely follow historical and ideological shifts in locales that 
scholarship often comments upon. Rather than contextualizing the small nation concept 
in relation to industrial output, this research draws attention to the framework within 
which such an industry functions and develops. As Hjort and Petrie (2007: 2) suggest 
the term small film nation is at its most useful when perceived as an avenue for 
developing awareness of size-specific complexities and transferable remedies.  
This exegesis is heavily informed by the comprehensive work of Danish academic 
Mette Hjort (2003, 2005, 2007, 2010, 2012, 2014, 2016) who continues to re-
conceptualize Denmark’s global visibility and viability with an authoritative insight 
only a Danish national can provide. Hjort’s analysis of Denmark as a small cinema-
producing nation is based on three key factors: a population size too small to sustain a 
commercially based indigenous industry, limited international distribution due to the 
national language, and the prevalence of American films (Hjort 2005: ix–x). 
Hollywood’s monopoly over the domestic box office is often recalled when examining 
what I refer to as combative innovation; ways in which US marketplace dominance 
inspires alternate approaches to film development, production and distribution in film 
nations with smaller export capacity or domestic success. 
 
1.1 Denmark as a Globalized Small Film Nation  
Denmark is certainly a key player in promoting the international impact of small nation 
film and TV. The term small nation is a relational phenomenon, one especially 
complicated by colonial legacies obscuring proportion in favour of power and reflecting 
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a history governed by shifting agendas.9 As a categorical construct the small film nation 
is often perceived as a nation of limited geographic proportions rather than a national 
industry that produces a contained or smaller number of films in comparison to the 
production levels of other nations. While these two ideas may overlap but not 
necessarily coincide (Hjort and Petrie 2007: 3), research trajectories are also challenging 
the extent to which diseconomies of scale impact on the nature and number of cinematic 
screen works that small film nations produce.  
In a comparative analysis, Robin Macpherson’s (2010) study suggests that the success 
of domestic production in small film nations Denmark, Scotland and Ireland is actually 
comparable to the Paretian distribution of audiences and revenue in Hollywood and 
other major markets.10 Macpherson’s work reflects an attitudinal shift that reconfigures 
values and expectations associated with small film nations’ domestic impact and 
capacity to compete with the dominance of larger industries. However, this focus often 
reiterates commercially driven outcomes rather than creative process as a primary 
research focus.  
As one of Denmark’s leading scholars on Danish film policy and production, Ib 
Bondebjerg (2016: 19) locates film product as an important cultural export, examining 
how a cohesive interplay between film education and funding policies have generated a 
creatively distinct landscape. He also recognizes the ability of Danish practitioners to 
embrace international inspiration and in doing so, turn their artistic gaze towards 
establishing a transglobal national cinema (Bjondeberg 2005: 123). Both Macpherson’s 
and Bjondebjerg’s research suggests the transnational dimensions of Danish film are 
largely viewed in relation to industrial markers such as production levels and domestic 
box office share, rather than analysis of the creative exchanges that underpin screen 
works. Further, Elkington and Nestingen’s (2005: 13) acknowledgement of an analytical 
gap assessing the impact of globalisation on cinematic production, similarly highlights a 
scholarly emphasis on the economic implications of screen works rather than the 
creative processes and experiences that facilitate their development.  
																																								 																					
9 The term small nation is nonetheless, helpful in understanding how concepts of autonomy and identity 
have been shaped by foreign rule and the legacy of colonialization. See Hjort and Petrie (2007: 2). 
10 For smaller producing film nations, the importance of increasing feature film output in order to 
compete against imports with larger production and marketing capacity denotes a critical tension between 
quality and quantity.  
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The conceptual utility of the small film nation supports an awareness of film industries 
evolving in order to remain relevant within a transglobal framework. Indeed the 
promotion of national identities through cinema is cultural armour at its most creative; 
reconfiguring perceptions of small film nations hindered by a lack of movement beyond 
local borders. From an international perspective Nordic cinema is often classified in 
relation to an artistic inclination for ‘films that focus on bleak social realities or 
emphasize artistic experimentation’ (Kaapa 2015: 246) rather than how story worlds – 
regardless of tone or genre – are expressed upon the page or within the frame. As 
ideological remedy this exegesis privileges the architecture of story to engage with the 
screenplay as both text and creative process, and screenwriting as a culturally informed 
creative labour.  
1.1.1 Transcendence to the Transnational: Navigating the Local/Global Binary in 
Theory and Practice 
As Hjort (2005: 2) suggests, national interest in domestic cinematic product is 
unsurprising especially if it is seen or encouraged to be a platform for public debate. 
Global interest be viewed as more indicative of a commitment to ideas and ideals that 
resonate universally. Denmark’s current penetration of international markets (largely 
through the festival circuit and theatrical distribution) reflects the changing industrial 
culture and constitution of Danish film. Kim Skotte’s (cited in Horsman 2011) analysis 
examines three significant waves of Danish cinema, re-presenting the nation within an 
international context. Consecutive Best Foreign Film Oscar accolades for Pelle the 
Conquerer / Pelle erobreren in 1998 and Babette’s Feast / Babette’s gaestebud in 1989 
herald the first phase of contemporary transglobal recognition. Previous to this acclaim 
Danish film was seen, at least domestically, as worn down and dreary; represented by a 
collection of ‘slow moving humanistic narratives in realist style focusing on humdrum 
welfare-state lives and problems’ (Hjort 2005: 1).  
A new vision for and reflection of national identity was required. The consecutive Oscar 
wins re-contextualized Danish film culture through a Nordic frame seen to reflect an 
embraceable nostalgia of a homeland from which Americans in particular, could claim 
ancestral links (Skotte cited in Horsman 2011). These period films with a conspicuous 
heritage narrative were seen to speak of ilk, of a Scandinavia whose values and 
struggles were, according to Skotte, transferable specifically to US audiences. 
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Denmark’s transcendence into an American audio-visual landscape suggests recognition 
if not alignment with, the cultural proclivities and histories of audiences situated beyond 
domestic borders.  
Skotte’s second phase points to a continental transition, where Danish film was viewed 
in rather generic terms as European rather than Nordic. This distinction was largely due 
to a tonal shift in narrative, most prominently seen through the Dogme 95 movement 
and its euro-centric audience. Susanne Bier’s film Haevnen / In a Better World (2011) 
represents Skotte’s third phase of Danish film. Along with its Academy Award for best 
foreign film of that year, it was also seen to hold significant ‘demarcation value’ (Skotte 
cited in Horman 2011) heralding a new international gaze where films sought and found 
critical engagement outside national borders. Yet the legacy of Dogme 95 persists 
throughout. As Hjort (2005: 8) enthusiastically reports, it was part of the ‘cultural 
effervescence’ beginning in the mid-1980s known as New Danish Cinema. This period 
was informed by a creative collision of policy, influential figures in education (such as 
Mogens Rukov), policy (Henning Camre, former CEO of the DFI), and the emergence 
of successful directors such as Lars Von Trier, Lone Scherfig, Susanne Bier and 
Thomas Vinterberg. Rather than a specific doctrine such as the German Oberhausen 
Manifesto,11 New Danish Cinema was a transformative phase that reconfigured 
industry, institution and practitioner intentionality.  
Hjort (2005: 7) refers to this as Denmark’s ‘cinematic turn’ in which support for the 
Danish Film school was strengthened, resulting in a new generation of students who 
consistently broke into the international market. A number of film development policies 
(implemented through Denmark’s federal funding agency the Danish Film Institute 
[DFI]) fostered a collaborative culture and the risk-taking space in which interesting 
mistakes were encouraged. New Danish Cinema was a critical advance; a move away 
from auteur driven models of filmmaking towards a co-operative approach, or at least 
one where the collaborative auteur12 could exist.  
It was also part of a long-term strategy committed to furthering Denmark’s impact on 
the global stage. The end of the 20th Century saw a growing dialogue within political 																																								 																					11	See	Fowler (2002: 73).	
12 The collaborative auteur theory was established by Vinca Wiedemann (see Redvall 2010: 76). Within 
this approach the director drives the project forward but through collaboration with key creatives involved 
in the storytelling process. 
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circles envisioning Denmark as a kulturnation (nation of culture). In this regard Hjort 
(2005: 16) projects film as a ‘device capable of leveraging other aspects of national 
culture into various transnational spaces of public visibility.’ My overarching research 
focus explores how facets of Danish culture are expressed within the screen narrative 
and can be understood as templates for transnational storytelling. This concern unpacks 
a series of theoretical entanglements, locating the screen story as both cultural 
imagining and source of critical inquiry. 
For example, Hjort’s (2005) in-depth account of New Danish Cinema as strategic 
response to globalization looks at notions of transformation from an institutional and 
ideological perspective. However, an examination of film narrative structure and world-
view is an analytical gap this exegesis seeks to address. By exploring the small film 
nation from a story perspective, I inquire as to what creative and collaborative strategies 
may be utilized in the transformative space between conception and realization of the 
screen idea. In doing so, I explore the dialogues on Danishness contemporary Danish 
screenwriters reflect through their creative labours.  
The national/transnational binary has been expressed as an analytical system exposing 
the ‘cultural and economic formations that extend beyond domestic borders’ (Higbee 
and Lim 2010: 9) where facets of filmmaking – namely production, distribution and 
exhibition – form what might be viewed as an industrial shell around creative processes 
such as screenwriting. Despite advances in media technologies that impact directly on 
modes of narrative and the platforms through which they are told, the universally 
recognized set of screenwriting craft principles can equally facilitate discussions on the 
screenplay as research text and the multifaceted nature of global storytelling. 
 
1.2 The Transformative Promise: Contextualizing the Screenplay, Screen Idea and 
Script Development 
Discourses that cut across both screen industries and the academy have often 
approached the screenplay as a textual enfant terrible,13 pestering for attention. Its 
troubling status (Price 2010: 386) defies expectations of form or function. Through a 
myriad of interpretive prisms the often-dismissive designation of the screenplay as for 																																								 																					
13	Author’s italics.  
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example a ‘hint fixed on paper’ (Eisenstein cited in Macdonald 2004: 90) suggests an 
imprecise creative manuscript. The screenplay demands to be seen as autonomous text 
but it also seeks the company and continued momentum that interdisciplinary 
collaboration offers. This conceptual non-compliance affirms the persistent mutability 
of thought, expression and intention the screenwriter grapples with throughout the 
writing process, as creative and architectural dimensions of the screen idea take shape. 
Situating script development as a ‘series of disparate, messy, sometimes hidden and 
often non-linear processes’ (Batty, Taylor and Conor 2017: 219) explicitly connects the 
fluid parameters of a practice-in-motion to the experiences of practitioners.  
Though the script may be considered object in form, the narrative within is bound to 
change between drafts in conjunction with varying readers and associated 
interpretations of the text throughout the production process (Maras 2011: 276). While 
script development can be an agitating time of fluctuating expectations, discord between 
writing collaborators can often extend beyond production stages, however informally 
demarcated. Screenwriting is by essence, a craft complicated by divergent views on 
both authorship and the creative intentions underlying the text. This research explores 
such concerns by analysing Danish script development as a unique, enabling scheme of 
cooperation between practitioners.  
The screenplay as text witnesses a cycle of creative inquiry through which the emergent 
screen idea evolves. What each draft conveys, enables or initiates is also likely to reflect 
wider systems of knowledge within the film making process. As Buchbinder (2005: 14) 
asserts the screenplay is not itself the screen story but a construct that maintains a 
narrative form and is re-envisioned throughout film production. Maras’ (2011: 276–77) 
analysis provides one of the most instructive discussions on attitudinal trends within 
screenwriting research. A restorative approach can be viewed as a reactionary model 
taken in order to affirm the marginalized position of the screenwriter. Exemplification 
presents the screenplay as a contemporary form for the multi-authored text. An 
evangelical approach seeks to justify the need for a conversion in the content and 
applicability of theory/practice, while a descriptivist model examines the relational 
nature of screenwriting and how different modes of development impact on product and 
process. 
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There are problems associated in privileging a particular research attitude, proffering a 
reductive framework that lessens the scope and variable nature of the practice itself. 
However, what this categorical approach offers is a way in which to contextualize 
industrial, cultural and historical dimensions at a cellular level. This research adopts at 
certain points, all four modes of analysis yet is not an overarching component of my 
methodology. Nevertheless, Maras’ trajectories consolidate disparate ways of thinking 
into a multilayered discourse befitting of a creative process often viewed as unwieldy. 
One of the aims in undertaking this research was to provide a more affirmative 
reckoning of the craft by examining how Danish screenwriting relationships are 
strengthened through collaborative negotiation. The acclaimed Danish film producer 
Sisse Graum Jorgensen (2015), for example, believes this kind of interaction provides 
integrity to creative work across platforms and also demonstrates small film nation 
resilience:  
… it's a combination of film, TV, food and cultural values. In a small 
country like this we are so dependent on each other, and we also get a 
lot of inspiration from each other’s art forms.  
 
Yet how does one adequately locate author and research through the creative thesis? 
Inconsistent application of nomenclature, with various analyses referred to as ‘practice-
based research’, ‘research through practice’ and ‘applied research’ (Crofts 2007: 2) 
demonstrates an array of reference points for those who come from or speak about 
creative practice. Terms of reference have been distilled further by broad or 
approximated usage within literature, craft manuals and less formal dialogues on facets 
of screenwriting. I refer to practice-led research as a guided inquiry into the creative 
nature of process. Conversely, practice-based research investigates engagement between 
practice and the analysis of outcomes. Differences between analytical approaches can be 
understood in terms of a researcher’s spatial proximity to practice: within, leading, 
following or parallel to the creative work.  
As a screenwriter producing a screenplay and an exegetical focus on Danish 
screenwriters, I view this project as practitioner-led, practice-based research. Whether 
this gaze impedes or promotes a clearer understanding of the divergent registers of 
screenwriting research is debateable, but reiterates a need for more in-depth analysis as 
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to how the academy contextualizes terminology. There is however, a growing body of 
work that successfully bridges notions of the screen idea with the screenplay as text. 
McDonald (2004: 90) identifies the screen idea as a creatively actionable system of 
thought; always becoming14 as it transitions throughout cycles of development. 
Alchemic in nature, script development engages with the potentiality of the screen idea.  
In its object form the screen work becomes evidential proof of the dramatic argument or 
question initiated through the screen idea. McDonald’s (2004: 91) suggestion that the 
spatial locale of the screen idea sits both ‘within and around the screenplay’ 
acknowledges a complex temporality. The drafting process for example, records the 
gradual transformation of the screen idea into a formalized narrative structure where 
each draft provides a historical transcript of a creative process moving forward in 
motion. Further, the psychological dimensions of screen stories engage with 
screenwriting as a narratological medium.  
Myths as William Doty (2000: 42–43) submits ‘provide possible materializations for 
otherwise inchoate or unrecognized instantiations, names for the possible.’ In many 
ways the audio-visual capacities of screenwriting revise and contemporize the mythical 
like no other medium can. Stein (1998: 41) articulates the issue of visual potency when 
describing the image as taking ‘possession of one’s consciousness’ with such a hold as 
to shift, or transform the psyche. The genesis of a screen idea is guided in principle by 
its visual dimensions. Screenplays are often engaging reading material but can lack an 
overarching filmic quality. In many ways the story construction process follows Paul 
Ricoeur’s circle of triple Mimesis (See Time and Narrative: Vol. 1); conventional 
approaches as iterated by Aronson (2001: 46) for example often relay the establishment 
of normality, disruption and resolution as architectural imperatives within the screen 
story but also, that conflict is a series of dramatic exchanges providing the narrative 
with a writer-specific rhythm.  
This tension between containment and release of dramatic energy speaks directly to the 
relationship a screenwriter has not only with their identity as creative medium but the 
unfolding screen idea itself. As Hauke (2014: 84) suggests:  
 
																																								 																					
14 Author’s italics 
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… artistic creativity stemming from collective unconscious processes 
reaches the audience at a deep level, and derives from both the film-
makers’ ability to act as conduits of contents and themes of universal 
significance that lie outside their own personal conscious awareness and 
intention.  
Much has been written on the core basis of transformation in the screen narrative, 
primarily around mythological allegory15 and the notion of the protagonist as story hero. 
The function of this archetypal figure is not only structural – what he/she provides is a 
creative mechanism for unification of author and audience. The transformative principle 
can also be viewed as a narrative triptych; the sequential creation, performance and 
reception of a story relay a fundamental instinct to share the human experience. There is 
(thankfully) a myriad of approaches to film form, content and delivery that may borrow 
or bend these philosophies in order to facilitate cultural and/or authorial layers of 
meaning. From a western industrial context, scholarly research has criticized a 
prevailing prescriptiveness to the transformative journey and the types of protagonists 
provided with such agency. As Marks (2005: 39) proposes:  
… modern storytelling tends to bestow the title of hero only on 
characters who achieve great, uncommon feats of valour… but if a hero 
were to be defined the old-fashioned way, by people who earned it in 
the service of redeeming their self-worth and striving to reach greater 
levels of consciousness, then not just superheroes would get the 
accolades. Middle aged women who struggle to raise themselves from 
the ashes of failed marriages, teens who overcome dangerous addictions 
and men who leave the security of high-paying yet unfulfilling careers 
to pursue a more authentic calling would be considered heroic as well. 
However, given these types of heroes have in fact found traction within various cycles 
of production and across international film territories this statement seems to an extent, 
framed by a proclivity for certain modes of storytelling (or audiences) over others. 
While noble in its earnest affirmation of the potential ‘hero within us all,’ Marks’ 
																																								 																					
15 Key figures here are Joseph Campbell and his seminal work The Hero with a Thousand faces and 
Christopher Vogler’s The Writer’s Journey based on Campbell’s mythic principles, which suggests there 
are a series of narrative structures and character archetypes that most stories embrace.  
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statement fails to take into account the risk averse nature of film financing, distribution 
and exhibition that impacts on tonality and taste.  
The screen idea is a facilitating system of engagement and consultation. Within a 
Danish context I question how the screen idea imbues the case study narratives with a 
transnational capacity. What universalities are expressed or challenged? Can we 
consider the screen idea as a story engine that generates creative momentum? What 
emotional access points within the screen idea orient the narrative towards a transglobal 
audience? Many of these questions relate to the process of script development as a 
reorganizing of the screen idea into a structured story form. How do we gauge this 
transition amidst global networks and technological proliferation (Dooley and Sexton-
Finck 2017: 74) that necessitate different analytical approaches?  
The varied responses in academic discourse to the mechanics of script development, 
affirm the precarious nature of a creative labour that often intersects through divergent 
agendas, hierarchies and outcomes. In referencing the writer, producer and director, 
Bloore (2013: 85) locates above-the-line collaboration as a shifting system ‘complicated 
by the fact that its three members also go through different levels of power and 
influence in relation to one another.’ Contractual agreements with funding agencies or 
production studios further complicate hierarchical negotiations and raise questions as to 
how industrial agendas impede or advance collaboration and the authorial autonomy of 
the screenwriter.  
Conor (2010: 38–9) references the rigidity of screenplay form and inequitable 
collaboration within Hollywood as a set of industrial expectations that diminish process 
and practitioner alike. Accordingly, when the screenplay is utilized as a collective 
currency whose value is often controlled by other development agents such as the 
producer or funding body, the screenwriter’s creative voice is often rendered mute. By 
trying to understand the screenwriter’s role in a development space Macdonald (2010) 
provides an instructive conceit in the screen idea work group, tracking the content and 
trajectory of both conceptualization and development of the screen idea as it shifts in 
form from the ethereal to the tangible.  
Similarly, John-Steiner’s (2000: 3–5) thought communities articulate the importance of 
dynamic dependence on both social and individual processes so that creative insights 
are collectively owned by participating partners in thought. While creativity can be 
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broadly viewed as ‘an idea or product that is original, valued and implemented,’16 
cycles of story interpretation throughout the chain of production reiterate the screenplay 
as an expression of unity between thought and action. In other words, the screenwriter’s 
imaginings can only transcend the page through collaborative recognition, design and 
realisation. 
The relevance in Macdonald’s (2010: 47) analysis of power dynamics within script 
development persists, especially in regards to how practitioners are referenced or 
credited. While some may seek to increase their status as hyphenates (such as 
writer/director) the development space is often a fractious interplay between autonomy 
and submission. As a research collective the elucidating work of Craig Batty, Louise 
Sawtell and Stayci Taylor locates creative practice as a mode of research where script 
development can be explored according to its social, industrial and increasingly 
academic dimensions. This synergistic approach sheds light on a process where ‘ideas, 
emotions, personalities combine with and are contested by the practicalities, policies 
and movements of broadcasters, production companies and financiers to tell a story in 
the best possible way under the circumstances of the time’ (2016: 150). Implicit within 
this reckoning is a temporal present that persists throughout development; engaging 
with past and future iterations of the screen idea as an ever-emerging sense of story 
takes shape.  
Notably absent within discussions on Danish script development is the co-story credit, 
one that challenges ideas of the screenwriter as transcribe beholden to the whims and 
agendas of producer and/or director. This thesis recognizes the writer/director co-story 
dynamic as a common site of creative deliberation within Danish feature film script 
development. It is a transaction arguably informed by a cultural egalitarianism that cuts 
across Danish civic and industrial sectors. 
 
1.2.1 Theories on Authorship  
The contemporary mythologizing of the screenwriter situates her/him crouched by a 
computer, furrowed brow agonizing over the blank page that waits to be filled. There’s 																																								 																					
16 Csikszentmihalyi and Wolfe cited in KA Heller, FJ Mönks, R Subotnik and RJ Sternberg (eds.), (2000: 
81).	
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a popular belief that solitude is the physical space and mindset of the working writer, 
regardless of medium. However, the screenplay holds numerous fingerprints. Analyzing 
the materiality of text, Barthes (cited in Caughie (ed.) 1981: 211) describes a ‘multi-
dimensional space in which a variety of writings, none of them original, blend and 
clash.’ The authorial voice is therefore rendered ideologically redundant given the 
discursive nature of the text as a ‘tissue of quotations drawn from the innumerable 
centres of culture’ (cited in Caughie [ed.] 1981: 211). In this light, the text is arguably a 
space of resistance, recursively denying or challenging external authentication or 
interpretive endorsement.  
Similarly, this research affirms and challenges Barthes assumption that meaning is made 
by the reader, rather than authorial intentionality. My approach situates the screenplay 
as a transactionary text, one where exchanges between story collaborators and readers 
permit a fluid interplay of meaning making, between sites of engagement. I also 
articulate the difference between ownership of a text and authorship of a process; 
engaging with the screen story as a research tool that ‘unifies, underlies and ignites all 
disparate efforts’ (Buchbinder 2005: 247). Given the ‘dislocating’ (Caughie 1981: 11) 
influence of auteurism on film theory, notions of an ideal unity are by no means 
uniformly embraced. In his 1967 essay ‘The Death of the Author’ Roland Barthes 
suggests the attachment of author to text has a limiting effect on the latter and in effect 
closes the writing off through the finality of concrete ownership.  
The assertion inherent within auteur theory, that despite its collective dimensions, a film 
is ‘most likely to be valuable when it is essentially the product of its director’ (Caughie 
1981: 9) suggests that the intrinsic quality of a film is found through the energies of one 
specific craft practitioner. Whilst the hegemony of auteur principles is constantly 
debated, individuated ownership of screen works/processes prevail, continuing to 
agitate practitioners as Australian screenwriter Ian David (cited in Maras 2009: 99–100) 
attests to:  
Auteurism at its narrowest is a miserable, one-dimensional way of 
looking at the creative process of filmmaking and yet auteur theorists 
would have us believe it is the only way works of value come into 
existence. 
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The singularity of my own creative voice on the page and credit as screenwriter is an 
important articulation of a defined skill set and presence. However, in its object form 
the screenplay stimulates inter-disciplinary communication as the story journeys 
throughout production. Accordingly, the text is a recursive document of inclusivity and 
autonomy. Dunne’s paternalistic reading sees this severing of emotional ties as a similar 
transactional handover of bride from father to groom (cited in Maras 2009: 104). In this 
way a screenwriter may be seen as textual custodian who at some point must relinquish 
this status to the next practitioner in the chain of production.  
Of interest here is Maras’ (2009: 99) reflection on the binary issues of credit and control 
which pertain directly to screenwriters’ viability and livelihood if for example, script 
development grants are only accessible to screenwriters with a minimum number of 
credits attained within a specified time period. Maras contends that credits are an 
industry-specific currency; one that I argue enables a shift in status from emerging to 
experienced. As a freelance screenwriter, I understand that flourishing or failing 
depends directly on how much credit currency your pocket holds. Maras (2009: 101) 
goes further by suggesting that auteur theory takes on a different significance when 
separation between conception and execution exists. This is indeed a critical distinction. 
If the two are individuated as processes, one of design and the other of implementation, 
the applicability of auteur principles similarly shifts. The Danish screenplay case studies 
analysed can be viewed as a singularly authored text resulting from collaborative 
storytelling in line with the screen idea work group. 
Screenplay authorship will always be debated given that the variables contributing to a 
creative process are similarly susceptible to reconfiguration. From a semantic point of 
view language use highlights the demarcated relationship a screenwriter has to their 
work and how they situate themselves within a broader industrial context. Rather than a 
multi-authored document, I would reference my own screenplay as a text authored at 
varying times throughout production. This distinction is important in defining my work 
as an autonomous practitioner writing a wilfully translated text. Danish script 
development practices provide an instructive example of how national film cultures 
differ in regards to the visibility, value and authority afforded screenwriters and their 
creative labours.  
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1.2.2 Collaboration and the Screenplay as Transitional Space  
One need look no further than Carriere’s (cited in Nash 2013: 155) description of script 
development as a metamorphic phase in which the screenplay ‘vanishes,’ to understand 
the existential process of writing itself. If as Pasolini (cited in Maras 2009: 50) suggests 
the screenplay is a ‘structure that wants to be another structure,’ then what lies in the 
conceptual gap between forms? One of the aims of this research is to better define the 
intermediary space, creative agendas and practitioner-led insights associated with script 
development that directly engages with this tension between structural modes of writing 
for the screen.  
For Pasolini cinematic language use is imperative in establishing the script as a literary 
vehicle through which a film may be imagined. However, given the (often discordant) 
agendas associated with this creative process, script development is often a transitory 
space of both synergy and slippage. A helpful approach may be to explore the nature of 
creative imaginings transferred within this phase and how the screenplay can ‘host’ 
discussions on the screen idea between story collaborators.  
Nash (2013: 149) suggests that the transformational space of development is at once 
unknown and active. The process of generating a screen idea is very different to the 
space in which it finds structure. As a screenwriter, I often submit to the unknown 
within the form-finding phase of idea development, positioning myself as mediator 
between unconscious and conscious writing minds. I can only begin the process of 
writing within screenplay form, once the two systems of thought coalesce. Developing 
ideas as Nash (2013: 150) suggests is alchemical in nature and requires a certain amount 
of risk taking, rather than rule following. Nash’s endorsement of risk as creative agent 
mirrors a Danish screen culture where interesting mistakes within the creative process 
are an acknowledged and often valuable by-product of filmmaking. There is certainly a 
narrative dance between possibility and plausibility that drives story construction, as the 
screenwriter progressively closes the gap between intent and outcome throughout the 
drafting process.  
Story collaborators often harness risk taking through a ‘what if ’ approach to idea 
development. In this scenario practitioners are encouraged to challenge expectation, 
bias, and convention as a means of generating innovative and engaging screen 
narratives. This tactic also reflects the function and utility of John-Steiner’s thought 
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communities, where opportunities are provided for members to ‘take emotional and 
intellectual risk to construct mutuality and productive interdependence’ (cited in 
Redvall 2009: 39). 
As aforementioned, Redvall’s (2009) clarifying case study on story development 
explores the working dynamic between director Annette K. Olesen and screenwriter 
Kim Fupz Aakeson, as a thought community. Her analysis engages with the problem-
finding/problem-solving dichotomy associated with the first draft of a screenplay. Is this 
stage for example, the first possible solution to a problem or the formulation of 
problems that will be reconciled in later drafts? Redvall’s work here demonstrates the 
impact of thought communities in reconciling process and meaning within script 
development and affirms the importance of researching case studies on screenwriting as 
a collaborative process (Redvall 2009: 52). This is especially relevant within a Danish 
context given the interest from funding bodies such as the DFI to fund script 
development at a stage where fluidity of process, and outcome flexibility is most 
possible.  
Despite Bordwell’s (2007) nod to ‘well-carpentered scripts’ there has been less research 
into the narrative substance and structure of Danish screenplays in accordance with best 
practice approaches to screenwriting.17 While the screenplay has been located in relation 
to its utility as a marketing tool, production blueprint and reading material, this 
approach values the script as a facilitating document rather than a critical practice 
fostering collaborative idea development. My research situates the Danish screenplay as 
a site of inter-disciplinary cohesion and creative exchange.  
Although expressions of national culture often result in a homogenization of ‘shared 
routines, habits and frames of reference,’ (Lofgren cited in Hjort 2005: 132) I argue that 
co-operative script development practices in Danish writer/director teams affirms the 
state’s broader approach to social cohesion. I examine how Denmark’s democratic 
ideals and reverence for the family unit inform the substance and structure of screen 
narratives. Are these values a creative currency to express national screen identities, or 
are story collaborators personally driven to reflect universal themes and subject matter 
filtered through a cinematic localism? While there may be ‘negotiations of difference, 
																																								 																					17	In this regard best practice refers to screenwriting principles as understood and applied primarily 
within a western industrial context. 	
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rather than an arguably shared culture’ (Smith cited in Hjort 2005: 115) in Denmark, 
this exegesis explores whether cultural mores explicitly inform script development 
practices and contribute to an understanding of what may be viewed as a Danish screen 
sensibility. 
The following chapters locate the primary function of script development as a curious 
inquiry into storytelling. In doing so I hope to provide some kind of tonal recourse, 
shifting away from punitive deliberations on authority, form and function where 
screenwriters (and the words they write) are often held hostage by a discourse of 
resignation or rectitude. As a screenwriter my experiences impact directly on the 
authorial sensibility of this project. I am largely instructed by a searching mentality 
driven to find innovative ways of engaging with screenwriting as a distinct skill set and 
system of creative interplay.  
 
1.3 A Collaborative Landscape: The Impact of Cultural and Creative Systems on 
Danish Filmmaking Practices  
Reflections on transnational cinema as previously iterated, commonly reference 
logistical aspects of film (co) production. However, the economic implications of film 
as an apparatus for global exchange (Elkington and Nestingen 2005: 14) indicate a bias 
towards financial rather than creative modes of analysis. However, script development 
can also be examined as a creative component of transnational filmmaking. Accordingly 
this chapter considers the cultural landscape of Denmark as a small filmmaking nation 
and to what extent the nation’s perceived socialist principles18 influence collaborative 
filmmaking processes.  
Like many small film nations, Danish production strategies function in parallel rather 
than direct competition with Hollywood, as a transglobal space of relations and flows 
(Goldsmith, Ward and O’Regan 2012). This is evidenced through the dynamics of 
participation within creative labours such as script development, in conjunction with the 
narrative or genre preferences that underpin screen works. The fostering of 
writer/director story collaboration and contemporary treatment of the relationship drama 																																								 																					
18 In this instance ‘socialist principles’ refer to the spirit of collective ownership over creative process. 
From an economic point of view Denmark is driven by free market capitalism in conjunction with a 
welfare state, commonly referred to as the Nordic Model. 	
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or melodrama have for example, afforded the nation a critically acclaimed reputation for 
well-crafted films and an industrial interplay between education and policy that services 
the broader production landscape.  
Ongoing supportive engagement between Danish film practitioners seems logical within 
a small country of five million people whose national language is only utilized or 
understood by regional neighbours such as Sweden and Norway. Scratching each 
others’ creative backs arguably promotes resilience and generates opportunity. But can 
historical value systems such as Jante law adequately promote ‘national ways’ (Hjort: 
2005: 136) of engaging in filmmaking that lack an overtly nationalist agenda?  
 
1.3.1 The Influence of Jante Law and Dogme 95 on Danish Collaborative Practice 
As a concept Jante Law or Janteloven as it is known in Denmark, describes a dismissive 
attitude towards individuality where personal success or achievement is viewed as vain 
or inappropriate. Accordingly, the collective is valued over singularity. The idea is 
attributed to Danish/Norwegian author Aksel Sandemose and his 1933 novel A Fugitive 
Crosses His Tracks, set in a small town called Jante where all inhabitants are of the 
same social status and no one is anonymous. By establishing the 10 rules of Jante 
Law,19 Sandemose clearly expresses an antagonistic binary between the individual and 
the group and in doing so disavows the individual’s standing as ‘special, better, smarter, 
or more important’ than the group. Present day usage also extends to criticism of those 
who want to attain higher social status. 
Although set within a literary context, the Jante ideology and attitudes expressed in 
Sandemose’s novel are seen to recognise and reflect a long-standing Scandinavian 
sensibility that promotes self-deprecation and modesty as primary modes of social 
engagement within a flatly structured social system. While Jante Law has been used to 
critique the Danish national psyche, how it impacts on filmmaking is less clear, 
contained within this exegesis to a select number of practitioner observations. These 
perspectives are however, helpful in understanding the industrial landscape Danish 																																								 																					
19 You shall not: 1. believe you are anything, 2. believe you are as much as us, 3. believe you are wiser 
than us, 4. imagine you are better than us, 5. believe you know more than us, 6. believe you are more than 
us, 7. believe you are good for anything, 8. laugh at us, 9. believe anyone cares about you, 10. believe you 
can teach us anything.  
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filmmakers work within, and the approaches to collaborative development examined in 
subsequent chapters.  
While Jante Law, as Danish actor Birgitte Hjort Sorensen (2015) suggests, ‘oppresses a 
sense of individuality’ often promoted within filmmaking, producer Sidsel Hybshmann 
(2015) sees advantages: ‘If you want to find a silver lining, it’s that you have to work 
much harder to deserve your success in Denmark.’ This work ethic promotes a culture 
of quality that arguably impacts on commitment to craft practise that supports the 
establishment of transglobal pathways for filmmakers to traverse. However, 
Hybshmann (2015) also expresses the complexities of Jante Law as an inherently 
ingrained yet divisive cultural mores that persists as a punitive legacy in and outside of 
the filmmaking industry.  
The utility of Jante Law as an analytical tool requires both an inter and intra disciplinary 
focus to contextualize the concept within the parameters of screen industry 
methodologies and relationships. The impact of Jante Law on audio-visual content is 
also an avenue for further discussion. As Trotter (2015: 10) suggests, the Jante law ‘you 
shall not laugh at us’ can be evidenced in the Norwegian TV series Kongsvik 
Ungdomsskole (2011), in which characters violate social norms. Here the use of satire is 
used in order to ‘punish’ the falsities of fictional characters and expose their social 
transgressions (Trotter 2015: 10). However, it is difficult to see a consistent reflection or 
repudiation of Jante Law within Danish screen content itself.  
One may argue with more certainty that the rule-based manifesto20 of Dogme 95 echoes 
the restrictiveness of Jante Law whilst providing a permissive affirmation of the 
collective over the individual. Indeed many practitioners are lauded according to their 
Dogme work, especially directors such as Susanne Bier, Lone Sherfig and not 
surprisingly Thomas Vinterberg and Lars Von Trier as the movement’s pioneers. Given 
the problematic legacy of Jante Law, the Dogme movement resonates more clearly in 
contemporary filmmaking practices and provides a far more definitive example of a 
collectivist methodology that continues to shape approaches to Danish cinema 
production.  
																																								 																					
20 Dogme was established in 1995, embracing traditional values of natural storytelling such as character 
and a focus on acting technique without the artifice of technology or special effects.  
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A constraint based meta-cultural response to globalization, the movement encouraged 
filmmaking interplay between innovation and limitation. The movement resonated as a 
distinctly provocative approach to both the construction and practical execution of 
screen narratives. As a practitioner who has worked on many Dogme productions, the 
prolific Danish screenwriter Anders Thomas Jensen (cited in Jorholt and Redvall (eds.) 
2010: 136) reiterates Dogme 95 as a best practice method that benefits all participants:  
…films become better when you let other people in on the process. 
Naturally there’s an element of competition, but it’s important to look 
other director’s in the eye and to remember that they wish you no harm.  
Jensen’s observations reiterate the willingness with which many practitioners engage 
with each other’s work (particularly from a directorial point of view) and in doing so 
actively foster a sense of the communal. This collective participation – indirect or 
otherwise – demonstrates a self-regulating film industry where informal exchanges and 
critique promote a culture of inclusivity.  
For those swayed by the paradoxical nature of the manifesto’s strict rulebook, Dogme 
95 was heralded as an ideological antidote to the financial and political limitations 
commonly imposed on practitioners, especially within a small film nation context. 
Indeed Hjort’s (2005: 39) framing of the movement as one that creates the ‘conditions 
that enable citizens from small nations to participate, or continue to participate, in the 
game of cinematic cultural production’ reiterates the transnational capacities of the 
movement. 
While the mechanisms that underpin Jante Law and Dogme 95 arguably impede and 
inform creative expression respectively, they underscore the importance of a collectivist 
sensibility – examined further within this exegesis – as a critical component of Danish 
screen story development and more broadly the collaborative nature of small 
filmmaking nations such as Denmark. The following chapter grounds this co-operative 
model of filmmaking through the writer/director partnership. Director Susanne Bier and 
screenwriter Anders Thomas Jensen’s application of melodrama is examined as a 
transnationalising story mechanism employed to convey dramatic deliverance from 
fictionalized trauma and in doing so engages with the idea of a global identity of 
disconnect.  
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Chapter 2 Danish Gatekeepers: The Bier/Jensen Transnational Story 
Model and Stylistic Iterations of the Melodrama  
Note: References to the ‘screen story’ or ‘screen narrative’ refer to the feature film as 
screen work, as distinct from the screenplay as research document.  
……………………………………. 
As two of Denmark’s most celebrated story collaborators, the Bier/Jensen partnership 
demonstrates how national cinemas can be accessed and understood in relation to the 
working dynamics between film practitioners and associated screen story construction. 
In regards to the application of genre, this chapter contextulalises the ‘repertoire of 
expressive features and devices’ (Brooks 1976: ix) attributed to melodrama as a 
thematic inquiry, focusing on the familial preoccupation evident within the Bier/Jensen 
narrative that facilitates transcendence of story beyond a national context.  
Of additional concern is the rendering of gendered mobility, children as a redemptive 
narrative device and spatial tension between storyworlds. I also locate the screen 
narrative as a site of creative and cultural interplay in which both ‘individuals and 
groups seek to annex the global into their own practices of the modern’ (Appadurai 
1996: 4), engaging with the (non)fictionalized dramatic space a screen story provides. In 
regards to film theory, this chapter also seeks to expand upon transnational cinema as 
one that ‘transcends the national as autonomous cultural particularity while respecting it 
as a powerful symbolic force’ (Ezra and Rowden in Yeates, McVeigh and Van Hemert 
2011: 80). The Bier/Jensen partnership is an instructive collaboration with which to 
contextualise this duality.  
Before further analysis of this particular partnership, it is important to examine the 
wider industrial proclivity within Denmark, for writer/director collaboration on story 
development. As iterated in Chapter 1 the pervasiveness of cultural forces such as Jante 
Law and Dogme 95 as filmmaking manifesto, reflect the difficulties in contextualising 
egalitarian ideals within filmmaking and how they contribute towards both positive and 
problematic experiences for the film practitioner. However, the writer/director dynamic 
is an instructive example of how collectivist values can exist within the (arguably 
tempered) hierarchical framework of Danish film production, a system that allows 
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directorial authority over the text and its ultimate transcendence onto the screen, 
through a co-operative story development alliance between the writer and director.  
 
2.1 The Writer/Director Relationship – A Uniquely Danish Dynamic  
Woven throughout a feature film chain of production, the screenplay is often viewed in 
accordance with its mutability as a text in transition. Maras (2011: 275) upholds the 
practice of screenwriting as amalgamative, drawing on a series of processes, devices 
and techniques to organise a screen idea into written form. Yet inter-personal synergy 
between story creators can impact on how these critical components cohere within the 
resulting text.  
Despite the collaborative nature of idea development I argue that this shared vision is 
dependant upon how the director transitions from idea collaborator to film director. This 
is a necessary transfer of decision making authority and as Aakseon (2015) reiterates, 
often means providing a third creative choice within the problem-solving stage of idea 
development, if writer or director cannot agree. Rather than idealistic notions of a 
democratically defined process it may be more helpful to understand collaboration as a 
dynamic space of engagement, fruitful only if all invested accept the shifting terms of 
engagement, and how equitable input has been contextualized.  
Collaboration is subsequently forged as a commitment, not only to the screen idea but 
the relationships that sustain any working group. The emergent nature of narrative 
shaping – where ideas are lost, found, reclaimed, reorganized and revitalized into 
structured sequences – challenges any assertion that screenwriting is simply a 
mechanical process of translating a story from abstract thought into textual form. 
Through my own practice I have often understood the craft to be less about writing and 
more about rummaging through disparate sources of creative stimulus, all of which 
raises the question as to how sole writers can effectively provide themselves with an 
alternate thought community utilising a CPS (creative problem solving) methodology, 
as illuminated in Redvall’s (2009) work on the writer/director collaborative process.  
The parameters of any writer/director methodology are influenced, formally or 
otherwise, by the principles that underpin national screen industries. Accordingly, the 
prevalence of writer/director story partnerships in Denmark, certainly with regards to 
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feature film production, demonstrates collaboration as a highly regarded creative 
arrangement critical to the quality and success of New Danish Screen. While 
commonplace, this approach remains active within a wider industrial pluralism of 
filmmaking traditions and tendencies (Bondebjerg (2005: 138).  
Looking further afield, the nation has produced a number of writer/director partnerships 
sharing a story credit such as Nikolaj Arcel and Rasmus Heisterberg (Man som hatar 
Kvinnor / The Girl with the Dragon Tattoo (2009), En kongelig affaere / A Royal Affair 
(2012), Fasandraeberne / The Absent One [2014]), and Thomas Vinterberg and Tobias 
Lindholm (Submarino / Submarino [2010], Jagten / The Hunt [2012]). The work of Kim 
Fupz Aakeson is of particular importance to this exegesis because of his willingness to 
collaborate with numerous creative partners, especially female directors such as Pernille 
Fisher Christensen [En Familie / A Family (2010), En du elsker / Someone you Love 
(2014)], and Annette K Olesen [Minor Mishaps (2002), In Your Hands (2004), 1: 1 
(2006) and Lille Soldat (2008)].  
This research explores Aakeson’s practitioner perspective in conjunction with the 
edifying body of work that Redvall (2009, 2010, 2012) has produced on the (trans) 
national form and utility of Danish screen practices. Redvall’s critical gaze and inquiry 
into the writer/director relationship promotes screenwriting as a synergistic affirmation 
of co-operative exchange between story collaborators, and the screenplay as a textual 
source of narrative instruction and inspiration.  
 
2.1.1 Cinematic Denmark as Global Nation State 
Increasingly situated at the intersection of local and global concerns, Danish national 
cinema promotes a discourse on disparate cultural identities and knowledge.21 As a 
more general consideration the mutability of national cinemas reflects cyclical 
approaches to representation that embrace, revise and/or challenge what it means to 																																								 																					
21 For example the changing ethnic populace within Denmark is challenging traditional notions of 
cultural homogeneity and the shifting routes/circumstances of inhabitants. The director of Aekte 
vare/Flow (2014) Fenar Ahmad is an Iraqi refugee born in Czechoslovakia and resident in Denmark since 
1986. His debut feature enters the rarely seen milieu of rap music and life within project housing with a 
multicultural cast. His follow up feature film Underverden/Darkland (2017) traverses the life of an Iraqi 
immigrant who enters the criminal underworld of Copenhagen following his brother’s death. Rosita 
(2015) follows the relationship between a widower and a mail order bride who is brought to Denmark 
from the Philippines.  
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exist within notions of the national and in doing so, exposes the ‘persistence of nation in 
various transnational constellations’ (Hjort and Petrie 2007: 2). While Danish film 
directors such as Lars von Trier, Thomas Vinterberg, Lone Scherfig, Nicolaj Arcel and 
Tobias Lindholm continue to receive film festival awards and international visibility, 
expressions of the collective rather than any single film or practitioner best define 
contemporary Danish cinema.  
Accordingly, Susanne Bier’s work with the prolific screenwriter Anders Thomas Jensen 
(also see Chapter 1) more notably reflects the transnational capacities of Denmark’s 
screen industries. Importantly, their work confirms intercultural competence as a way of 
responding to the world at large by prioritising similarities rather than distinctions. This 
approach however, also encompasses the particularities (Brenes, Cattyrsse and 
McVeigh 2017: 50) of Denmark as storytelling locale and inspiration.  
Over the past 15 years the duo have co-storied six feature films and provide a clear 
example of the collaborative auteur approach to development that is increasingly seen as 
a unique feature of Danish cinema (Redvall 2010: 76). As a successful writer/director in 
his own right, Jensen’s body of work expresses a vastly different sensibility than Bier’s. 
Indeed any synergy between the two may have originally seemed unlikely. However, 
their filmography is one of the most critically acclaimed and commercially successful 
partnerships to straddle both domestic and international markets (further examined in 
Chapter 3). I start here with their Oscar winning film Haevnen / In a Better World 
(2010).  
In his role as doctor, protagonist Anton travels back and forth between Denmark and 
South Sudan where he provides medical treatment to refugees. The film’s bi-national 
setting supports the conceptual spectrum of revenge, violence, and justice. Bier’s 
interest in narratives that reach beyond distinct national borders is referenced within 
Efter brylluppet / After the Wedding (2006), her earlier film with Jensen. This screen 
story expresses global mobility from a Danish perspective (Smaill 2014: 10) through the 
character of Jacob, a Danish aid worker living in India.  
The Bier/Jensen filmography commonly resituates Denmark beyond a Scandinavian or 
even a European context. This global awareness can be seen in the externally driven 
gaze of their screen works. Accordingly, their oeuvre can also be examined in regards to 
film style within a national cinema context. As theorist and Danish Cinema aficionado 
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David Bordwell (cited in Hjort 2012: 9) suggests, film style is ‘the texture of the film’s 
images and sounds… [style may also involve] other properties, such as narrative 
strategies or favoured subjects or themes.’ The application of these elements within 
Bier/Jensen screen works has arguably become a critical point of departure within 
scholarly discourse on the denationalisation of Danish cinema and just what the term 
global storytelling (Dancyger 2001) can mean within a Scandinavian context. The 
efficacy of cinema as a cultural export is strengthened by the presence of national 
gatekeepers; practitioners22 with an established profile recognised beyond domestic 
screen industries. But how might the Bier/Jensen case study narratives be used in order 
to locate the discursive nature of transnationalism?  
Whilst the term cuts across a number of analytical ports such as migration and identity, 
the Bier/Jensen case study narratives reflect transnationalism as an experience of 
dislocation within spaces of uncertainty. This territorially-oriented preoccupation asserts 
the importance of geographic locations as ‘habitats of meaning’ (Ulf Hannerz cited in 
Vertovec 2001: 578), or metaphorical spaces that draw expressions of transnationalism 
into the cinematic frame as an amalgam of ‘social worlds that are stretched between, or 
dually located, in physical places and communities in two or more nation states’ 
(Vertovec 2001: 578). From a structural point of view, this impacts on where the 
Bier/Jensen protagonist is positioned in the storyworld – as a composite of divergent 
habitats – and why they transition into other story locales.  
Though entry into the Bier/Jensen narrative is accessed through a Global North point of 
view, the bi-national positioning of characters reflects a sense of transit dislocation; 
while the protagonist moves freely between spatial realms the protagonist cannot fully 
exist or function in either, given their inter-personal relationships are bound by an 
emotional inertia. Though transnational social identities are often enacted through 
movement, rather than stasis (Dolby and Cornbleth 2001: 294),23 selfhood for the 
Bier/Jensen protagonist is dependant upon a return to Denmark where relationships are 
																																								 																					
22 Granted this kind of status is most often bestowed upon the director; names like Lars Von Trier, 
Thomas Vinterberg, Lone Scherfig and Nicolaj Arcel more familiar outside of Denmark than their above-
the-line counterparts such as writers Anders Thomas Jensen or Kim Fupz Aakseon who each have an 
equally transnational body of work in their own right.  
23 Geographic movement as a marker of transnational identity can also be understood as movement 
within nations. The medical camp in Haevnen/In a Better World (2011) for example is full of people 
displaced by civil war. 	
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consequently repaired. This homecoming signifies the importance of and commitment 
to a specific locality or reconciliation between story spaces.  
While the Bier/Jensen case study narratives do not explicitly reflect issues regarding 
citizenship or homeland politics that reference discourses on transnationalism and 
identity, the spatial tension located between two disparate story worlds recalibrates the 
idea of dual identities often examined in relation to migration and transnationalism 
(Vertovec 2001: 575). There are no national identities that Bier/Jensen protagonists seek 
to adopt or provide as a means of assimilation. However, as a rite of passage through a 
transnationalized story realm, environs symbolically echo the emotional landscape of 
characters, whose personal and professional identities remain in a state of disconnect.  
Accordingly the Bier/Jensen partnership render the world at large ‘active’ through the 
use of subtext and metaphor, generating a dramatic tension between the real and the 
imagined. Indeed this fictional mirroring of place and space corresponds to Appadurai’s 
articulation of the world as an interactive system (1996: 27) of meaning making. What 
are the screenwriting devices that service this kind of tension? The persistent 
employment of melodrama can be examined as a stylistic mode of storytelling that Bier 
commonly employs to draw upon personal preoccupations; to make meaning of the 
world as place, within the frame as cinematic space.  
 
2.1.2 Transnational Tent Poles: Melodrama and the Identity of Disconnect  
Shifting away from the expressive constraints of naturalism most commonly associated 
with Scandinavian cinema, the Bier/Jensen oeuvre moves from the provocative 
sensibility of films made under the Dogme 95 banner,24 subscribing more clearly to 
contemporary notions of melodrama in regards to the conspicuous emotionality 
underpinning character conflict and inter-personal dynamics. Given the varied contexts 
for melodrama as a film style or sensibility, it is important to first examine the critical 
discourses that correspond most fittingly to the application of melodrama within the 
Bier/Jensen case study narratives examined in this thesis.  
																																								 																					
24 Such as the legacy of incest in Festen/The Celebration (1998) and the appropriation/ridiculing of 
disability in Idioterne/The Idiots (1998) 
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Film genre as a mode of cinematic expression is often used to explore the creative 
choices made by film practitioners and how closely formalized frameworks have been 
adhered to, modified or rejected. However, it is helpful to approach melodrama as a 
genre mode in accordance with its ideological mutability. The Bier/Jensen case study 
narratives incorporate and deflect a number of different analytical interpretations. 
Despite their consistent focus on the family unit and inter-personal dynamics within, 
one could not for example view their approach as a contemporary iteration of the post 
WW2 melodrama, which investigated social change alongside the shifting roles and 
identities of women. Nor does it provide a feminist commentary on ‘white female 
sufferings and frustrations within the patriarchal codes of the middle-class family in the 
West’ (Kaplan 2001: 201). However, the Bier/Jensen story world commonly reiterates 
family as ‘a trans-class institution that reproduces individuals as both class and sexed 
subjects.’ (Chuck Kleinhans in Mercer and Shingler 2004: 25). Whilst drawn with 
dimensionality, the dramatic utility of female characters is to expand upon the male 
protagonist’s frustrated desire, as examined later in this chapter.  
This research references melodrama in accordance with the emotional apprehension that 
so commonly underpins the Bier/Jensen feature film narrative. Fractured relationships 
embody the chaos and crisis embedded within the fabric of the story world. Though 
character expression lacks the dramatic exaggeration often associated with melodrama 
as a platform for uncontained or extreme emotionality it is I argue, befitting of the high 
stakes or ethically compromising premise that the Bier/Jensen partnership is widely 
recognised for.  
Harper’s (2004) reflection on the melodramatic impulse one of stimulus (visual, 
emotional and intellectual) provides a valuable template with which to further examine 
the Bier/Jensen melodrama. Certainly there is a conspicuous sensuality with which 
Bier’s films are framed. This can be evidenced in her directorial ability to reiterate 
intimate emotional transactions between the text and the frame. As producer Sidsel 
Hybschmann (2015) suggests her repeated use of the close-up provides ‘a kind of 
sensual and delicate allure that makes them [her films] quite effective emotionally.’ 
Undoubtedly the ethically charged conflicts characters are forced to contend with 
correspond to the emotional impulse examined in Harper’s analysis. The case study 
narratives examined in this chapter also correspond to Mercer and Shingler’s (2004: 
146) reading of melodrama as a mode that ‘insists on the realities of life in a bourgeois 
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democracy.’ Denmark as nation state is (re) presented through a middle class milieu, 
where character motivation reiterates first world concerns and privilege. These are 
signified most notably with extramarital affairs, and the humanitarian aspirations of 
protagonists whose position as aid workers ultimately protect them from the third world 
chaos and inopportunity they seek to amend.  
The placement of a middle class westerner in a Global South locale also invites the 
reader/viewer to consider the world beyond the frame, particularly the dualisms of 
inequity and opportunity that bleed into a larger discourse on the power dynamics and 
socio-political interchange between first and third world nations.25 This thematic 
reading of the Bier/Jensen story world further endorses Harper’s (2004) location of the 
melodramatic impulse as both emotional and intellectual stimulus, providing a critical 
response to presentations of melodrama in line with the experiential sensibilities that 
that underpin the genre.  
 
2.1.3. The Fractured Self: Interrogating Personal Trauma and Loss 
Bier’s film projects with Jensen also reflect her personal preoccupation with the idea 
that bad things happen to good people. As Bier (2011) acknowledges below, her Jewish 
heritage has influenced the dramatic prism she repeatedly returns to:  
I think that I've always had a very distinct recognition of war being a 
possibility, of imminent catastrophe being a possible real thing. And 
therefore I think in a way it's been very natural for me to place some of 
my movies in war-like situations. 
While war as both environment and experience is explicitly analysed in 
Brodre/Brothers (2004) and Haevnen/In a Better World (2010), a preoccupation with 
the emotionally wounded cuts across the entire Bier/Jensen filmography, through 
dealings with death, betrayal and a dislocation from the ontological self. In examining 
the dimensions of their screen worlds it is useful to understand the repeated employment 																																								 																					25	Another example can be found in the Danish thriller Kapringen/A Hijacking (2012), which follows a 
hijacking aboard a Danish ship by Somali pirates. The narrative can be read as a meditation on the legacy 
of colonialization. Critical dramatic tension is shaped by a role reversal of the oppressed and the 
oppressor, providing a thematic commentary on the ethics of aggression and the appropriation of wealth, 
but also creates a geographical and emotional dislocation from notions of ‘home.’	
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of melodrama as a facilitating mechanism for the expression of such ‘imminent 
catastrophes.’ Analytical considerations of melodrama as film sensibility note the 
interiority of character as a key marker of the form. Contradictory in nature, these 
characters as Gledhill (cited in Mercer and Shingler 2004: 147) suggests lack a 
psychological component and ‘convey their inner being through action, movement, 
gesture.’ Rather than a distinctly genre based approach to characterisation I would argue 
that psychological dimensions of the self rendered through behavioural action is widely 
accepted as a general screenwriting principle akin to we are what we do.  
In regards to the Bier/Jensen screen character, I would further suggest psychological 
composition is intricately connected to emotionality, given that the dramatic impetus at 
the heart of their films commonly engages with the reconciliation of loss as a 
pathologised state of mind. But one might also see the Bier/Jensen storyworlds as 
localities of loss themselves, where economic hardship and conflict become 
geographical markers of place. Poverty in India and civil war in South Sudan express a 
loss of humanity through repeated images of human destruction and dysfunction. 
Accordingly the Bier/Jensen story worlds are identified as mutable spaces of transition, 
emotion and transgression.  
The geographic/cultural dispossession and psychological trauma associated with Bier’s 
Jewish family history is often replicated in her feature films through the male figure of 
disconnect, inhabiting a persona of loss. Diasporas of hope, terror and despair, bleed 
into the storytelling psyche of Bier and an abstracted fear of future disaster manifests 
within the moving image (Appadurai 1996: 6).  
However, a distinction should be drawn between aesthetic presentations of trauma and a 
filmmaking process framed by the legacy of trauma. This separation between content 
and creative gaze situates Bier’s use of melodrama as a sensibility engaging less with 
cultural or historical trauma, than individual characters ‘brought down by frailties, 
betrayal and familial traumas’ (Kaplan 2001: 203). When high emotion and familial 
psychodynamics consistently drive the story forward, dislocation from both personal 
and professional iterations of the self centres the dramatic conflict within the 
overarching narrative.  
Aside from a foray into comedy with Den skaldede frisor/Love is All you Need (2012), 
their stories embody a striking sense of urgency. Plotlines follow an ongoing discourse 
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on moral dilemmas that correspond to the mechanics of melodrama as a cinematic 
‘excess of feeling’ (Brooks 1976: 177); secrets and sacrifice, the imposition of fate and 
emotionally charged revelations. While there are specific expectations one brings to the 
viewing of a genre film, there is also as Selbo (2012: 48) contends, a social and cultural 
currency that genre can provide the audience with if the themes, values and construction 
of story play into contemporary fears and hopes. I suggest that the transnational 
orientation within the Bier/Jensen filmography replicates a melodramatic sensibility in 
accordance with a white middle class mentality.  
Indeed Denmark is largely fictionalized through a dramatic arena of privilege; the 
socially marginalized remain out of view unless drawn into the frame as a source of 
conflict or to highlight the protagonist’s frustrated desire. This reckoning of family as a 
socio-cultural unit of dramatic focus echoes a preoccupation with the Victorian 
bourgeois family and their traumas of the industrialized age, mirrored back to society, 
through the melodrama as a literary or stage text that prevailed during the 19th Century. 
The list below chronicles each premise within the Bier/Jensen filmography:  
• Elsker dig for evigt / Open Hearts (2002) – follows two couples and the 
aftermath of a serious car accident and ensuing adultery.  
• Brodre / Brothers (2004) – the implications of war on personal relationships and 
family dynamics.  
• Efter brylluppet / After the Wedding (2006) – the protagonist must choose 
between life running an orphanage in India or fulfilling a dying man’s wish to 
look after his family.  
• Haevnen / In a Better World (2010) – chronicles the dire consequences of 
revenge in suburban Denmark and war torn Africa.  
• Den skaldede frisor / Love is all you need (2012) – a romantic comedy about a 
hairdresser who has just finished treatment for cancer. After discovering her 
husband’s affair she attends their daughter’s wedding in Italy where new 
beginnings and ideas about love await.  
• En chance til / A Second Chance (2014) – called out to a domestic dispute 
between two junkies, a Policeman’s idea of justice is challenged when their 
infant is found in the closet and his own new born dies unexpectedly.  
Certainly the premise within each of the aforementioned films configures melodrama as 
an inquiry into ‘the private sphere of the family – where traumas are secret, hidden – yet 
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an arena structured by male power in the public sphere’ (Kaplan 2001: 202). Interwoven 
throughout each narrative is what I refer to as the troubling conceit: a story bound by 
the intensity of dire circumstances. The excess attributed to a melodramatic sensibility 
is expressed through the fracturing of the family unit, death, war or illness. This 
deterioration of the organic and deliberate imposition of external forces or figures upon 
the body (rather than the body politic) arguably echoes Bier’s ancestral trauma. With 
regards to articulating styles of communication within families Bier also draws back to 
her Jewish roots (cited in Hjort and Bondebjerg [eds.] 2001: 242). Her connection to an 
alternate culture and/or religion26 has also arguably provided some relativity with which 
to revise what might be intrinsically Nordic about her way into the drama and what 
might be considered more stylistically divergent.  
Bier’s rendering of psychological realism provides as Shriver-Rice (2015: 152) submits, 
an emotional authenticity through intense dramatic exchanges. Shriver-Rice’s valuable 
analysis demarcates contemporary Danish cinema by a willingness to push the 
boundaries of western ethical subject matter. This shock and bawl27 sensibility has 
provided Bier’s work with sustained international visibility especially through the film 
festival platform, whilst avoiding Hollywood’s preference for possibility over adversity 
(Dancyger 2001: 95). Of far greater importance is entanglement with and reconciliation 
of personal trauma, whether this is coloured with an optimistic conclusion or not. In this 
way their work reflects a cultural approach as fellow Danish director Nicolaj Arcel 
(cited in Hjort, Jorholt and Redvall [eds.] 2010: 44) suggests, anchors the screen story in 
‘strong nuanced characters that embraces a mix of everyday drama and genre 
conventions.’ Indeed, a story focus on personal conflict as primary human risk 
(Livingston 2012: 77) and associated transgressions have become thematic codifiers for 
their work where the interplay between emotion and ethics provides a deliberate kind of 
chaos befitting the contemporary cinematic melodrama.  
By exploiting the universalities of instinct and resolve, the intensity of emotion framing 
the Bier/Jensen narrative also situates the global audience as a unifying participant in 
the cycle of transnational production, distribution, exhibition and viewership; 
disseminating moral considerations in line with a global humanity rather than the 																																								 																					
26 All Danish citizens by birth are automatically registered with the Danish Protestant church but this is 
viewed more as an act of cultural inclusion than religious indoctrination.  
27 Author’s italics. 
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exclusivity of culturally drawn imperatives. Given the creative synergy between Bier 
and Jensen, it seems fitting to embrace Brook’s (1976: vii) reckoning of melodrama as a 
coherent mode of imagining and representing enabled through story collaboration. The 
Bier/Jensen frame of melodrama enacts a space of catharsis for both the film 
practitioner and viewer seeking to reconcile cinematic manifestations of loss largely 
envisioned through disconnect between the male protagonist’s paternal, personal and 
professional identities.28 But how have interpersonal relationships and character arcs 
been constructed in order to engage with a dramatic reconciliation of the self? The 
following case study connects back to the screenwriting craft through a close reading of 
the Bier/Jensen collaborative narratives and the dimensions of story world.  
 
2.2   Situating Spatial Tension: Ethics, Emotion and Dramatic Locale in the Screen 
Stories of Efter brylluppet / After The Wedding (2006) and Haevnen / In A Better 
World (2010) 
As forementioned, one of the creative strategies evident in the Bier/Jensen partnership is 
the use of genre as a strong narrative frame. Another stylistic preference that lends itself 
to the melodrama is the deconstruction and/or destabilising of the family unit (Kaplan 
2001: 202). An emotional and geographical separation between characters provides 
dramatic conflict in these case study narratives, whilst linking ethical dilemmas to 
identity and circumstance. The premise for Efter brylluppet/After the Wedding (2006) 
reads as such:  
Jacob Petersen has dedicated his life to helping street children in India. 
When the orphanage he heads is threatened by closure, he receives an 
unusual offer. A Danish businessman, Jørgen, offers him a donation of 
$4 million. There are, however, certain conditions. Not only must Jacob 
return to Denmark, he must also take part in the wedding of Jørgen's 
daughter. The wedding proves to be a critical juncture between past and 
																																								 																					
28 Outside the parameters of this research is the analytical arena of cinema therapy, where narrative based 
audio-visual stimuli is used as a modality of healing through the use of cinematic devices such as 
metaphor.  
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future and catapults Jacob into the most intense dilemma of his life.29 
The first scene in the film narrative establishes a clear circumstantial disparity between 
characters from the Global North and Global South. In India, a single European male 
(protagonist Jacob) feeds a chaotic group of impoverished children before driving back 
to the orphanage through a squalid neighbourhood. The universal theme of family is 
clearly evident with Jacob’s paternalistic act of providing food for a collective of 
hungry minors but also personally contextualised through his close bond with one 
orphan in particular, Pramod. The next scene takes place in a stark, dispiriting bedroom 
filled with numerous bunk beds. Jacob tells Pramod he must temporalily go back to 
Denmark but promises to return. The tone is one of uncertainty and angst as Pramod 
question’s Jacob’s alliance to the orphanage and their relationship. Ideas of separation 
(both emotional and physical) through two opposing realities are critical to the notions 
of sacrifice, legacy and loyalty that persist throughout the Bier/Jensen filmography.  
The second narrative sequence reframes familial notions within a Danish context. 
Jorgen, another white male, drives through the serene, empty countryside to his 
mansion. We see another bedroom; a space of playfulness and intimacy. The tone here 
suggests a warmth and stability absent in the orphanage. While both sequences tap into 
the parent/child bond, the Danish image of a secure father/son moment is, while overtly 
bourgeous, representative of a comfortable First Worldness acting as an entry point for 
transnational audiences.  
What also ties theme and genre together is the spatial tension that sits between screen 
worlds and the dramatic question underpinning each protagonist’s transformative arc: 
how does one navigate both territories and also forge a coherent identity? As a 
screenwriting practitioner, of personal interest is the idea that these screen worlds 
reiterate the balancing act between fear and hope that often influences narrative 
deveopment. In this case the protaonists’ initial fears concern the sufferring of those in 
the Global South, whereas hope is expressed in relation to inter-personal conflicts tied 
to the Global North.  
																																								 																					
29 Source: Danish Film Institute official website. Available at: http: 
//www.dfi.dk/faktaomfilm/film/en/47448.aspx?id=47448  
Last accessed 14 January 2018 
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While Jacob has access to both realms, he is unable to inhabit either on a permanant 
basis unless a significant sacrifice is made. The conclusion sees Jacob return to 
Denmark and his long lost daughter, for good. Orphan Pramod declines his invitation to 
join him, in effect keeping both worlds separate. Aptly referred to by Bordwell (2007) 
as the ‘strategy of sentiment innoculation’ the story shifts away from a more 
emotionally restorative conclusion, one for example where Jacob may have had the best 
of both worlds. The decision to keep story realms separated colours life outside the 
frame with a philosophical resignation; egalitarianism complicates personal obligations.  
But as a viewer and practitioner I don’t interpret this worldview as negatively charged. 
For both Pramod and Jacob, a sense of narrative completion is dependant upon attaining 
personal agency; given the orphanage has been saved, things as Pramod says are ‘better 
now.’ He does not require the presence of Jacob in order to embrace a hopeful future. 
Despite his role as key protagonist Jacob therefore becomes a dispensible figure for 
Pramod and the Global North is resituated as an inessential construct.  
For Jacob, his paternal desires are satiated with responsibilities for both his long lost 
daughter and her half brothers, all of whom have recently lost Jorgen, their Father 
(figure) to a terminal illness. In this light Jacob becomes indispensible to these children 
and a narrative balance is restored. Such an interplay between geographical and 
personal circumstance can be understood as a critical factor transnationalising the 
screen story. Can one also ascribe a similar purpose to the resorative dramatic 
conclusion? Kaplan’s (2001: 204) structural analysis of film melodrama confirms the 
narrative conclusion as remedial in nature where trauma as primary subject is a ‘discrete 
past event, locatable, representable and curable.’  
One can posit that the revelation of a long-lost daughter is a traumatic event for Jacob, 
opposed to the kind of trauma experienced by his daughter in suddenly losing her 
adoptive father to illness. Yet the ceremonial value of Jorgen’s funeral also delineates 
between the past and future in line with the kind of ‘cure’ suggested by Kaplan. The 
emotional disconnect that initially situated Jacob within the drama has been rectified by 
engaging with grief as a collective trauma, also acknowledged as a healing rite of 
passage from which a new family patriarch emerges. 
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2.2.1  World View: Global North Privilege and Penance  
A similar approach to the construction of a transnational story world is evident in the 
narrative for Haevnen/In a Better World (2010). Film critic Kim Skotte (cited in 
Horsman 2011) suggests that this screen work reaches beyond domestic borders with its 
impacting cinematic sensibility:  
When one says about a film that it is 'international', it often means that 
it is considered effective and anonymous… In a Better World is 
anything but faceless. International in an immodest way, Bier seems 
quite at ease in the world of grand emotion.  
The English language title suggests characters trying to be and do better in a complex, 
often unrelenting reality. The Danish language title Haevnen (The Revenge) references 
the choice all characters must make between reconciliation or retaliatiation. Below is a 
synopsis written by the film’s producer, Sisse Graum Jorgensen (2010):  
Anton is a doctor who commutes between his home in an idyllic town 
in Denmark, and his work at an African refugee camp. In these two 
very different worlds, he and his family are faced with conflicts that 
lead them to difficult choices between revenge and forgiveness. Anton 
and his wife Marianne, who have two young sons, are separated and 
struggling with the possibility of divorce. Their older, ten-year-old son 
Elias is being bullied at school, until he is defended by Christian, a new 
boy who has just moved from London with his father, Claus.  
Christian's mother recently lost her battle with cancer, and Christian is 
greatly troubled by her death. Elias and Christian quickly form a strong 
bond, but when Christian involves Elias in a dangerous act of revenge 
with potentially tragic consequences, their friendship is tested and lives 
are put in danger. Ultimately, it is their parents who are left to help 
them come to terms with the complexity of human emotions, pain and 
empathy. 
As in Efter brylluppet / After the Wedding (2006), we see our protagonist Anton in the 
opening scene ride through the plight he has come to alleviate; in this case a war-
ravaged South Sudan in need of medical assistance. With both case study narratives the 
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protagonists function as beacons of hope from the Global North.30 The Third World 
locations have been relegated to the past – a space untouched by distinctions of 
modernity such as technological capacity. This reckoning fictionalizes the past as ‘a 
synchronic warehouse of cultural scenarios, a kind of temporal central casting, to which 
recourse can be taken as appropriate, depending on the movie to be made, the scene to 
be enacted… ’ (Appadurai 1996: 30) and in doing so, references a complex world order 
in flux within an ever-shifting global consciousness.  
This positioning recognizes a persisting historical reconciliation Denmark continues to 
grapple with. The role of war, colonial imposition and civil disharmony has arguably 
impacted less on the national identity of Denmark as nation state than other European 
countries in close proximity. One might speculate that a disconnect between 
fictionalized first and third worlds provides an avenue into the subconscious minds of 
colonizing nations, on colonized peoples. (Kaplan 2001: 203). Dissecting the ethics of 
involvement in war for example, has become a cinematic preoccupation in Denmark 
with recent feature screen works such as Krigen/A War (2015), 1864 (2014) and Under 
Sandet/Land of Mine (2015). 
I suggest that the two case study narratives presented in this chapter reflect an ongoing 
cinemtic inquiry into a discomforting past and how Danish screen culture attempts to 
recalibrate the nation’s post colonial status. The roles of aid worker and emegency 
doctor that both protagonists play, thematize a white european psyche seeking penance 
for historical trangressions. Jacob and Anton reflect a continuing paternalism in the 
world outside the frame, inevitably protected by the privilege afforded Global North 
citizens who can leave the unreconciled chaos of the Global South behind. Accordingly, 
mortality as a conceptual construct holds a different value within each story world, 
weighted to reflect or investigate the emotional concerns of the Global North characters 
over the more dire conflicts that secondary characters in the Global South face such as 
poverty, war, death and disease.  
It is worth meditating here on Appadurai’s theory of ‘rupture’ (1996: 2–3) as an 
ideologically complex separation between the traditional and modernity, or the past 
																																								 																					
30 While this positions the characters through a neo-paternalistic lens, the narrative analysis in this 
exegesis is confined to two feature film projects and can arguably be seen as a practitioner preference 
rather than industrial inclination. A comprehensive examination of how Danish national identity is 
positioned within the cinematic frame sits outside the scope of this thesis.  
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from a global now. At the epicenter of this division sit media and migration as critical 
constructs affecting the work of the imagination. How might this apply to the global 
now as referenced within Haevnen / In a Better World (2011)? The presentation of 
Sudanese refugees in a medical camp projects migration as a temporal, forced 
experience. The movement of such characters from one place to another is implicitly 
referenced through the arrival of refugees at different times throughout the narrative.  
While ambiguity surrounds the crossing of political or administrative boundaries, it is 
clear that these characters have been subjected to violence at the hands of a local 
warlord. As a Western doctor, Anton’s capacities to heal reflect modernity as an agent 
of change within a traditionalized world marked by brutal tribalism. This I argue, 
projects a fatalistic quality onto the traditional and a stabilizing authority to the modern, 
manifest through the healing power and moral authority of Anton as aid worker. His 
restorative presence is also perhaps a response to anxiety-driven discourses on 
contemporary global processes (Mackey 2010: 171) such as war, economic crisis and 
the displacement of peoples.  
The interplay between migration and media can also be examined in relation to the 
Bier/Jensen expression of movement within the screenplay. Historical, political and 
socio-economic interpretations of migration (Bretell and Hollifield 2015: xi) explicitly 
reference movement as an imperative act, force or experience. But the orientation of 
movement is also used to delineate between story realms in Haevnen / In a Better World 
(2011). For Global South characters, the trajectory of within-nation migration remains 
linear, involving a settlement (at least temporarily) in a refugee camp. The narrative 
backstory suggests that movement from one locale to another is associated with political 
or socio-cultural upheaval within the nation state.  
As a Global North character, sporadic visits to the refugee camp provide Anton respite 
from his marriage breakdown rather than permanent resettlement. But migration as 
movement with the intention to settle appears circular in nature for the western 
protagonist in Efter Bryllupet / After the Wedding (2006). It is suggested that Jacob has 
migrated to India some time ago to manage the orphanage. At the end of the narrative 
he returns to Denmark with the intention of resettling in his country of birth. The 
diverging orientations of character migration illuminate a disjuncture between the 
nowness of a 1st world reality that Bier/Jensen protagonists represent, and the 
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backwardness of a Third World chaos these characters seek to repair and in doing so, 
their own emotional dislocation.  
I draw attention here to my earlier reference of a ‘rhythmic pattern’ embedded within 
the case study narratives. In Warhol’s (2003: 116) analogous comparison between the 
structure of affect in daytime soap operas and the pattern of a wave, episodic form 
elicits a pattern of ‘represented emotion building to affective peaks that are followed by 
an “undertow” of reaction.’ This is at once a poetic and practical reading of dramatic 
structure transferable to the case study storyworlds. The ebb and flow of the Bier/Jensen 
protagonist between and within story locales, reiterates the rhythmic tension within the 
unfolding narrative and the propensity of characters to resituate, relocate and respond to 
emotional stasis through geographic movement. Character migration through the story 
imitates the motion of a wave traveling through space-time, transferring energy as it 
goes. In this way, one can recognise the sensibility of story according to the ‘physics’ of 
narrative construction.  
For example, the desire to reconcile unknowness is evidenced through the protagonists’ 
territorial disconnect: the emotional landscape within and physical environment that 
surrounds him must realign with one another in the quest for transformative deliverance. 
Such preoccupation with disparate global realities defines the outward gaze of both 
narratives and in doing so presents a stlylistic mode of filmmaking that situates 
Denmark within a wider transglobal context.  
Both Anton and Jacob are fundamentally good men in a world that remains inherently 
fractured. The Bier/Jensen story model is framed by an absence of absolutes and a 
dramatic restraint acknowledging the limitations of transition within life, or how far a 
protagonist should/could change within the timeline of a feature film. As a consequence 
the tonal quality of story rests with the interrogation of unease that lies between realms 
and an acknowledgment of inequity rather than a narrative quest to resolve injustice.31 
																																								 																					31	This sentiment is also reflective of other small film nations and their journey to reconcile a sense of self 
through the cinematic lens. New Zealand Cinema has for example been historically referred to as a 
cinema of unease. A brooding darkness often captured within the frame projects uncertainty and 
expectaiton, replicating the nation’s struggle for self-determination. See Cinema of Unease: A Perosnal 
Journey by Sam Neill (1995).  	
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What this reflects is a kind of cinematic secularism. As a country where the Lutheran 
Church is often seen more as a cultural entity than a religious one, the absence of a 
narrative aligned to the Christian doctrine may be expected within Danish screen works. 
In comparison, Hollywood – traditionally influenced by a national psyche bound to a 
Christian faith – often asks that the morally corrupt be fixed or disposed of. But 
virtuosity is not a pre-curser within the Bier/Jensen narratives, nor is attaining moral 
superiority. Characters are not judged but followed. And still there is a sense of moral 
fortitude within both protagnonists and the emotionally confronting but character-
strengthening choices they make, which deliver a bittersweet sense of narrative 
completion.  
In both these Jensen/Bier screen stories the external (third) world is situated as an 
object, largely impenetrable realm that exists above and beyond the presence of the 
protagonist. It is a problematic space unstable and incomplete, one that can only be 
‘fixed’ or at least managed by the authority of an outsider. This locale sits in contrast to 
the personalised (first) world, where redemption and a sense of agency can be attained. 
Cynically, one may suggest instability within the Global South renders it ultimately 
disposable within the storyline. Further, if this realm is made visible only to service 
characters from the Global North does the narrative read as an expression of penance, 
rectifying historical transgressions or another example of post colonial appropriation?  
Political considerations of the screen story reveal an uneasy intersection between race 
and gender. There is a reliance within the Bier/Jensen fictional world on the 
authoritative presence of the white male protagonist as doctor, policeman, soldier, aid 
worker, businessman etc. The familiarity and assumed virtue of these characters reflects 
the transnational appeal of conventional gendered role-playing where the white 
professional male often dominates as the presupposed story navigator.  
 
2.2.2 Gender Representation and the Transformative Sacrifice 
To a large degree, Denmark’s transnationalized cinematic output corresponds with the 
conventionality of Hollywood’s gender representation model. The Danish film industry 
has supported Bier as a practitioner who primarily preferences the male gaze, rather 
than as a female director contributing to a feminist discourse within the frame. This also 
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demonstrates that support extended to female practitioners in Denmark does not 
presuppose a feminist watermark within the screen narrative.  
However, with only one female protagonist amongst six feature film story 
collaborations the Bier/Jensen model invites criticism regarding presentations of gender 
and a prioritizing of male characters as ‘non-gendered beings… representative of a kind 
of universal humanity’ (Olesen cited in Hjort, Jorholt and Redvall 2010: 197). Certainly 
the case study film narratives analysed in this chapter fail to disrupt such a standardized 
approach. While a favourable relationship is often apparent between female directors 
and the percentage of girls/women on screen,32 this correlation cannot be seen as a 
marker of Bier’s modus operandi.33 
Female characterisation in the Bier/Jensen case study narratives embodies a ‘sensitivity, 
perception, intuition and the necessary privileging of the concerns of the personal life’ 
(Brunsdon cited in Scheffman 2011: 23), arguably servicing a preoccupation with male 
authority and desire. In Efter brylluppet/After the Wedding (2006) we are introduced to 
Jorgen’s wife Helene as a sexualised domestic fixture within his world. As he prepares 
for bed Jorgen saunters into the bathroom where Helene lies in the bath ensconced in 
bubbles. Her opening lines reference the imminent wedding of their daughter: ‘it will be 
fun to see what important thing I forgot.’ Though jovial in tone her words embody the 
self-deprecating, organisational nature associated with motherhood. Jorgen’s own 
mother, requiring help with her computer breaks their intimate, sexually charged 
encounter. Jorgen wanders from place to place in the house, delivering what is required 
with ease and confidence, transitioning seamlessly between domestically oriented roles 
as father, lover and son.  
In essence, housebound women provide stability to the dislocated male ego constantly 
in momentum, seeking to push the drama forward. The concerns of male characters are 																																								 																					
32 A report by The Geena Davis Institute on Gender in Media found that female roles increased by 6.8% 
with at least one female director attached and 7.5% with one or more female writer attached. http: 
//seejane.org/wp-content/uploads/gender-bias-without-borders-full-report.pdf p.23. Last accessed 14 
January 2018.  
 
33 Terese Martinsson’s (2014) study focuses on the prevalence of gender inequity throughout a number of 
Scandinavian screen industries, and challenges the progressive perception of Nordic film. According to 
Martinsson’s (2014: 24) analysis of 98 Scandinavian films released in 2012, 85% of directors, 80% of 
scriptwriters and 69% of producers were male whilst male leads in a film accounted for 64%.  	
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entwined with more expansive considerations such as an ethical cosmopolitanism 
(Smaill 2014: 21), which extends expressions of identity beyond the self. Indeed three 
dimensions of narrative mobility enhance the filmic potency of maleness. Intra-
mobility: the drama revolves around male emotional/psychological desires and 
obstacles, further contextualised with inter-mobility: largely expressed through inter-
personal conflict as male characters transition between spatial locales, which in turn 
provide an external-mobility. 
As previously iterated, the male gaze is frequently utilized to express an urbanisation of 
Danish screen stories that intersect with the world at large. Both protagonists Anton and 
Jacob are situated as (semi) bi-lingual Danish nationals able to transcend cultural and 
political borders. The case study narratives pre-suppose a world order where sites of 
conflict are combatted by male preferences and persuasions, enforcing a dualistic model 
of mobility; men instigate and move forward in the drama whereas women remain 
reactive and homebound. This imposed passivity34 does not present female characters as 
incapable of negotiating conflict; they are simply not afforded primary access to it. 
Their dramatic role as mother and/or partner prevents transcendence from the domestic 
into the global and limits female influence or revelatory authority.  
As Martinsson (2014: 41) affirms ‘the meta narrative on women depicts a gender in the 
margin or as a dramaturgical “spice” to move the narrative forward.’ This positioning 
arguably denies female characters the same degree of crisis driven self-exploration. 
Their static positioning reflects sacrifice as a positive aspect of mothering/partnering but 
also renders women powerless to initiate or investigate conflict on their own terms.35 
Unable to shed transformative skins, She embodies the very antithesis of change while 
ironically propelling the male protagonist into momentum.  
While the conventionality of Hollywood’s gender representation is evident in the case 
study narratives, within my own screenplay I have chosen to reverse the dramatic 
autonomy and agency afforded male characters, with a female protagonist whose 
dramatic conflict moves the action forward yet also shapes the story arc of secondary 
characters. My screenplay re-enacts thematic concerns of displacement and disconnect 																																								 																					
34 I refer to this as waiting room syndrome- female characters sit in the background of the story until 
dramatic urgency requires them to facilitate conflict in order to further the masculinized narrative arc.  35	One might argue that this submissive status echoes the punitive sentiment of Jante Law, where 
individualised desire is shunned or social roles are predetermined according the needs of the collective. 	
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primarily as a strategic link to the case study narratives. However, these entanglements 
also reflect personal migratory experiences that have informed and challenged my sense 
of self (explored further in Chapter 5) and intentions as a screenwriter.  
Though in Haevnen / In a Better World (2010) we see Anton’s (separated) partner 
Marianne working as a doctor in a Danish hospital the significance of this role is 
diminished through a benign conversation with a relatively healthy patient joking about 
hospital food. The sense of urgency, significance and nobility attached to Anton’s aid 
work in Africa is missing. After their son Elias is injured in a homemade bomb 
explosion Marianne runs frantically down the hospital corridor. While plausible, this 
lack of composure reflects a feminine dramatic that sits uneasily between realism and 
tired cliché; a predictable connection point for female viewers’ perceived maternal 
empathy. Male characters steer the drama as they move between physical spaces and 
relationships while female counterparts wait to be introduced into conflict and utilized 
accordingly.  
This can be evidenced within a key disclosure scene in Efter brylluppet/After the 
Wedding (2006) when Jacob’s former girlfriend Helene confirms that Anna is in fact his 
biological daughter. Helene is a linchpin between male characters and given the 
subsequent revelation of her husband Jorgen’s terminal illness, allows for the necessary 
transfer of paternal responsibility to Jacob. Jorgen makes a secret plan to bring Jacob 
into the family fold after his imminent death. Familial security both emotional and 
financial becomes a transaction between males without the implicit knowledge or 
involvement of the women who lie at the heart of such an agreement. As symbolic plot 
point, Jorgen’s funeral validates Jacob’s transcendence to primary paternal figure, 
solidified when one of Jorgen’s sons asks Jacob for help to zip his jacket up. These 
actions establish a union of the lost and found where children both biological and 
circumstantial, are kept under his watchful gaze.  
While both genders are capable of betrayal, women chase men in search of answers. 
Subsequent revelations (true or false) provided by male characters largely sustain the 
narrative’s dramatic momentum. In this regard the attainment of knowledge – affairs, 
parental status, terminal illness – affords male characters a critical command of and 
influence on story. Concealment of information by male characters leaves their female 
counterparts waiting for the dramatic full stop, commonly punctuated by men’s 
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declarative statements. As the story progresses this stimulates a gendered hierarchy 
evidenced through the inquiry vs. declaration dynamic between female and male 
characters.  
However, the critique of gender representation within the Bier/Jensen filmography 
brings the discourse back to genre and the multifaceted nature of characterisation. 
Rather than a feminized affectation, the prevalence of heightened or reactive dramatic 
exchanges within the Bier/Jensen narrative reflects the filmmakers’ willingness to 
engage with the unease that ‘gyrocentric’ (Gledhill 1987: 344) forms such as 
melodrama generate, in and outside of the frame. Given that most characters regardless 
of gender are prone to declarative, emotionally charged outbursts one might question 
whether the Bier/Jensen oeuvre challenges or advances the presumption of feminized 
spectatorship. While the form of melodrama may ‘inscribe femininity’ in its address 
(Kuhn 1984: 24), the ethical considerations within the Bier/Jensen narrative have to a 
large extent, been presented as de-gendered dramatic conflicts. 
Ultimately all characters are at the mercy of fears and failings that reflect a flawed 
humanity rather than a politicized agenda. Indeed a focus on reconciling injustice and 
personal redemption imbues the Bier/Jensen narrative with an inspirational quality; 
stories that invest in hope, forgiveness, integrity and compassion where male and female 
characters are realised through a humanist rendering of life. I would also argue that the 
habitual practice (Martinsson 2014: 45) of prioritizing and promoting maleness within 
the Danish feature-film narrative is symptomatic of the gender inequity that pervades 
western screen cultures regardless of cultural context.   
 
2.2.3 A Masculinized Legacy of Knowledge and Violence 
The use of male child characters in both case studies link structural considerations of 
narrative (such as plot and character arc) to a fictionalised space informed by the 
universalities of childhood. By exploring the realm of childhood through male children, 
a dramatically significant legacy between men and boys develops throughout the case 
study narratives. Of special consideration is the idea of an intergenerational transfer of 
behavioural traits that further accentuates the masculinized narrative lens, but also 
accommodates the idea of ‘gendered fatalism’ in regards to the expression of violence 
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and the transfer of dramatic exposition. The masculinuzed Bier/Jensen story world 
reflects a wider regional trend. Martinsson’s (2014: 40) analysis of Nordic feature films 
found a presentation of childhood and associative parental dynamics where ‘the relation 
between sons and parents is more frequently depicted than between parents and 
daughters.’  
This is clearly established in Efter brylluppet / After the Wedding (2006) with the 
presentation of circumstantial binaries; impoverishment in India with Jacob’s favoured 
male orphan Pramod and affluence in Denmark with Jorgen’s twin boys. India is largely 
conceptualised through incapacity to provide for her collective offspring, left to fend for 
themselves on the streets. As Jacob’s voiceover states in the opening (film) sequence: ‘I 
can’t leave the kids.’ His declaration strengthens Jacob’s status as provider with more 
impact than the immobilised female orphanage director who pleads for his help to 
secure ongoing funding.  
In both screen stories children are granted access to the realm of adulthood, which 
significantly informs their burgeoning sense of self. Thematic threads: firstly aggression 
as masculine attribute/instinct, secondly, patriarchal responsibility and thirdly, agency to 
instil negative or positive change, are experienced by all children. This access to or 
interplay with the adult world also draws attention to the dangers associated with 
childhood, ‘particularly as childhood bodies are defined as “vulnerable,” “dependant,” 
“innocent” ’ (Olson and Scahill 2012: 6–7).  
From a mythical perspective childhood often serves as a cautionary space where 
survivalist lessons about adulthood are often detailed through gruesome or frightening 
scenarios. But given that expressions of childhood can also identify ‘political and 
personal agendas at work in the production of a film’ (Lury 2005: 314), it seems 
reasonable to suggest that Bier’s investment in the child as a figure of hope and 
redemption may also correspond to a perpetual reconciliation with her Jewish history 
and transgressions against humanity.  
Consequently, the child characters examined here are taught that life is inherently about 
reconciling loss. Orphan boy Pramod chooses to let go of Jacob as father figure. Elias’ 
friend Christian must learn how to openly grieve for his deceased mother. Trying to 
understand his parents’ separation, Elias tells his dad jokingly: ‘I bet mum would love it 
if you weren’t such a wimp.’ This statement reflects a childish association between an 
59 
 
Danish Screenwriting Practices Cath Moore 
assertive maleness and virility. Consequently Anton’s passive approach to conflict is 
seen as a contributing factor in the loss of his nuclear family unit.  
Haevnen/In a Better World (2010) explores the ethical considerations of violence and 
revenge through transactions between father (figures) and sons. Christian’s world is 
framed by perceived injustice. Losing his mother to cancer and having to start life again 
in Denmark, seeing Elias picked on, and an overarching belief that his father lied to him 
about his mother’s illness. In this way, the storyworld projects childhood as a space of 
knowingness, despair and death, one that challenges the supposed naturalness of 
normative childhood (Olson and Scahill 2012: 7). Children’s inability to fully 
comprehend the complexities of parenting creates a spatial tension between the child 
and adulthood but also establishes conflict as an opportunity for Christian and Elias to 
bond. In this way manifestations of masculinized violence are mobilized to build 
relationships as well as destroy them. Christian offers Elias his knife as a gesture of 
comradeship. This thrills Elias; a conspiratorial transaction has occurred and the boys 
become united in deceit.  
Further, Christian’s response to a chaotic reality is extreme violence. He savagely 
bashes the school bully with a bike pump and holds a knife to his throat, undercutting 
previous references to an emotional sterility that frame his privileged world of wealth; 
beyond such pretence the same base instincts prevail. Christian’s survivalist logic is 
expressed when his father Claus confronts him over the attack:  
Claus: ‘If you hit him and he hits you then it never ends. Don’t you 
see? That’s how wars are started.’  
Christian: ‘Not if you hit hard enough the first time.’ 
In comparison, Anton is tender but firm, exuding a gentle strength. Even when 
provoked by aggressive mechanic Lars who slaps him repeatedly for breaking up a 
fight, he retreats from the conflict. Elias is unhappy with this pacifist approach and 
seems insistent on educating ‘his father to be a man’ (Bier cited in Armengol 2014: 
141). However, Anton predictably chooses a path of reconciliation. By returning with 
his boys to Lars’ garage Anton demonstrates that strength of character is far more 
important that physical intimidation. When the situation gets out of hand Christian 
issues a collective punishment for the world’s injustices where rule-breaking adults 
penetrate the sanctity of childhood. Under the guise of pleasing Elias’ Dad, Christian 
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reveals his plan to blow up Lars’ van. Elias’ submissive endorsement solidifies their 
friendship in an us-against-the-world pact.36  
The narrative structure in Haevnen/In a Better World (2010) is dependent upon a 
disintegration of established values primarily experienced through a male gaze. In 
Africa an injured warlord has arrived for treatment in the medical camp. Days later he 
looks at the deceased body of one of his many female victims and laughs: ‘little pussy, 
big knife.’ This obscene objectification marked by an act of extreme violence unhinges 
Anton’s moral code. Any allegiance to the Hippocratic oath is abandoned as he shoves 
the incapacitated warlord out of the medical station knowing full well relatives seeking 
their own vengeance will kill him. And indeed they do in a grossly primal act of 
collective wrath, sanctioned by Anton’s lack of intervention.  
In this appropriation of justice his role as bystander becomes a violently charged 
position of defiance. Back in Denmark Elias tries to tell Anton about the bomb he has 
made with Christian but their bad Skype connection leaves Anton oblivious to his son’s 
admission. The consistent presentation of absent or emotionally preoccupied parents 
restates a cinematic colonisation of childhood (Thomas and Hacking cited in Jones 
2008: 193), where the lack of effective adult intervention or emotional support, 
contributes towards the child’s dramatic conflict within the narrative.  
Without any fatherly advice Elias seeks to restore his unravelling relationship with 
Christian by agreeing to help bomb Lars’ van. He knows a passive response more in in 
line with his father’s belief system would only be seen by Christian as an act of 
weakness. The thematic utilisation of violence has been used within discourses on 
altered depictions and expectations of manhood (Armengol 2014: 139). The 
metanarrative in Haevnen/In a Better World (2010) examines violence as a universally 
gendered instinct, perhaps inevitable through intergenerational transfer; the sadistic 
warlord who butchers pregnant women, the aggressive mechanic Lars who talks with 
																																								 																					36	Interestingly, children are largely absent from the Hollywood melodrama, more commonly invested in 
the ‘decreation’ of the woman though a domesticated prism (Cavell 1996: 50). The presence of children 
in the Bier/Jensen storyworld reflects their playful approach to convention, rather than a rigid adherence 
to form. In some respects the case study narratives reflect a strong Scandinavian film culture that makes 
visible a child/teenager’s place and perspective in world, largely through the modalities of comedy and 
drama (Bondebjerg and Redvall 2001: 96). However, this cultural proclivity relates to content made 
specifically for children. The presence of children as demonstrated within the Bier/Jensen case study 
narratives provides an alternate acknowledgement of the child’s gaze and purpose within screen content, 
targeted towards an adult audience.	
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his fists, the schoolyard bullies who tease Elias, and Christian whose grief manifests 
through violent episodes and a preoccupation with death.  
It is however, worth noting the subversion of sensibility within Anton and Marianne’s 
relationship. Marianne is fiery and passionate. Anton tries to pacify with his considered 
logic and measured temperament. During a meeting with teachers an incensed Marianne 
declares that the boy bullying Elias is ‘a psychopath!’ Anton addresses the teachers in 
response: ‘what do you suggest if we take a constructive approach?’ Marianne is not 
afraid to forcefully shake Elias with disbelief when she discovers the knife he has been 
given by Christian, providing a dominance and physical assertion Anton lacks. 
Knowing he is to blame for her son’s critical injuries, Marianne roughly pushes 
Christian against a hospital wall and holds his head between her hands, telling him 
(falsely) that Elias is dead.  
While this act services a thematic principle – that we are all capable of violence – in 
calling Christian a psychopath Marianne also seeks some sense of retribution for the 
collective acts of masculinized violence perpetrated against her son who has been 
corrupted by association. This textual analysis draws upon my exegetical contestation 
that the intersectionality of identity is largely shaped by gender, ethnicity and fractured 
iterations of the ontological self. While Marianne is a supporting character, her inability 
to protect her son triggers a personal dislocation from her identity as maternal protector. 
She responds with misplaced aggression and further compromises her identity as a 
medical professional tasked with safeguarding those in her care, including Christian. 
Violence as circumstantial exploitation is extrapolated upon in the Global South not 
only through abhorrent in-utero violations where violence ends life before it begins, but 
in the resigned acknowledgement of a grim world order at play. As one of the refugees 
in the camp states to Anton: ‘everybody has killed here; man, woman, children.’ This 
provides a weighty resignation to the scene and more significantly allows for a 
momentary reversal of roles in which Anton becomes disempowered with despair.  
Further, given this line of dialogue is presented before Anton’s singular act of violence 
against the warlord, an interplay between black and white men feels like an important 
thematic transaction, one that reorients violence not so much as a test of manhood 
(Armengol 2014: 135) but as a fundamental aspect of humanity. This I contend is a key 
marker of the Bier/Jensen storytelling mode. By situating the global within the local, a 
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Danish lived experience connects and responds to the world at large. Responding to the 
case study texts, my own creative impulse calls out to the global world, seeking a 
response to the questions layered within my screenplay, questions that revolve around 
my own nomadic tendencies and perpetual inquiry into the nature of homeland(s). 
Returning once more to the Bier/Jensen partnership, I reflect upon their ability to 
maintain strong domestic success in conjunction with critical and commercial appeal 
internationally. Straddling both sides of the distributive fence demonstrates a tactical 
awareness of how specific narrative concerns enable domestic and international 
audiences to inhabit Danish screen identities through the spectator’s gaze. At present 
Danish film and TV enjoys a striking international visibility. Within this dynamic 
industrial landscape the Bier/Jensen partnership has much to tell us about best practice 
approaches to the development of screen stories with a global point of recognition. As a 
creative partnership they exemplify the ‘moral navigation of social themes’ (Shriver-
Rice 2015: 152) and risk-taking characteristic of the New Danish Cinema movement. 
Prioritizing inter-personal relationships as primary structural component (Dancyger 
2001: 199) within the screen narrative displays a consistent development pattern 
incorporating a strong melodrama sensibility within the story framework.  
Perhaps most significantly their feature film projects reiterate a cultural landscape that 
supports the dissemination of screen works above and beyond the (national) frame. The 
case study narratives in particular, reinvigorate Appadurai’s (1996: 4) placement of the 
imaginative space as one in which ‘individuals and groups seek to annex the global into 
their own practices of the modern.’ The Bier/Jensen partnership leans heavily upon a 
melodrama sensibility to conceptualise a thematic motif of the dislocated self, 
representative of personal trauma and a separation of place and identity. In doing so, 
their storyworlds enact a disjuncture between globalized binaries of the traditional and 
the modern.  
My analytical gaze in the next chapter locates Denmark as a globally oriented national 
cinema (Bjondeberg’s 2005: 123) but also explores how the application of genre 
provides a system of meaning making between collaborators. I continue to build upon 
my exploration of the dislocated self as thematic motif whilst examining the nature of 
storytelling from a textual perspective. As a structural concern, Chapter 3 incorporates 
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ideas on story development and screenwriting theory that are later expanded upon 
though my creative reflections in Chapter 5. 
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Chapter 3   Narrative Structure and Story Development Practices in 
En Du Elsker/Someone You Love (2014)37  
No matter what stories we want to tell, families come into it.  
(Kim Fupz Aakeson 2015) 
By employing a close reading and narrative analysis of the screenplay I examine the 
working dynamic between above-the-line practitioners on the film En du elsker / 
Someone You Love (2014) and in doing so engage with the interdisciplinary nature of 
story development, where patterns of idea exchange demonstrate a unique creative 
process and set of intentions between collaborators. By examining the screen 
practitioner’s attitudes, procedures and value systems that contribute to the nation’s 
transnational reach, this chapter responds to Hjort and Petrie’s (2007: 1) assertion that 
‘innovative ways of understanding national elements must be part of the critical shift’ 
within film studies, but also embraces the tacit knowledge (Hjort and Bondebjerg 2003: 
13) of filmmakers well placed as a source of insight on process and intention.  
Diverging from the Bier/Jensen story world model, En du elsker / Someone you Love 
(2014) provides a comparative analysis of the various ways in which Danish 
practitioners approach transglobal storytelling38 and how craft elements are accordingly 
weighted. This chapter specifically engages with cinematic presentations of foreignness 
and home that foster a spatial tension utilized for dramatic conflict.  
For example, the Bier/Jensen narratives examined in Chapter three present Danish 
characters as foreign nationals in the Global South trying to fully comprehend personal 
responsibilities and relationships back home. En du elsker/Someone you Love (2014) 
plays with an inwardly driven story landscape; interaction or placement within the 
world at large poses less of a defined conflict for the protagonist. Bound by 
domestically situated conflict rather than the expansive dimensions of the Bier/Jensen 
story realm, I consider how Denmark as home and the world beyond are employed 
within the text.  																																								 																					37	Note: references to the screen story or narrative relate to the English language screenplay as research 
text. Given scene numbers are absent in the research text, page numbers are used to reference specific 
scenes or passages within the text. 	
38	see Dancyger (2001). 
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While this chapter engages with story content through techniques and analytical devices 
widely associated with the screenwriting craft, the development processes undertaken 
by screenwriter Kim Fupz Aakeson and director Pernille Fisher Christensen are also 
examined. Creative practices are utilized to contextualize ideas on global storytelling 
from a Danish perspective. Similarly, they are also an instructive means by which to 
compare and contrast Aakeson’s creative voice with my own writing sensibility, as 
detailed in Chapter 5.  
************************ 
Story Synopsis En du elsker/Someone You Love (2014)  
World-famous singer-songwriter Thomas Jacob is based in LA. He is a very successful 
man who has burned a lot of bridges. He lives and breathes music and very little else. 
When Thomas travels back to Denmark to record a new album with his regular 
producer Molly Moe, his grown-up daughter Julie shows up with his 11-year-old 
Grandson Noa, whom Thomas has never met. Soon – and much against his will – 
Thomas is forced to take care of Noa. Against all odds the two of them slowly begin to 
connect through music. Then disaster strikes forcing Thomas to realize that he now has 
to make a choice that will change his life forever.39 
 
3.1  Story World Orientation and the Domestic/Foreign Binary 
By introducing a white male protagonist within a foreign context, the opening sequence 
of the screenplay provides an interesting parallel with both Bier/Jensen case study 
narratives detailed in Chapter 3. Here, Thomas is first seen on stage performing in Los 
Angeles. And yet unlike the Bier/Jensen storylines, Thomas is at ease with this 
validating performative space and his public persona. Rather than drawing the domestic 
out into the global, the world at large is only referenced in order to bookend the screen 
story and provide a sense of narrative completion.  
																																								 																					
39 Written by Sisse Graum Jorgensen. Available at: http: 
//www.imdb.com/title/tt2659512/plotsummary?ref_=tt_ov_pl Last accessed 13 January 2018. 	
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As a foreign setting, America does little to promote thematic parallels or disparate 
realities between the local and the global as demonstrated in Efter brylluppet/After the 
Wedding (2006) and Haevnen/ In a Better World (2010). Indeed as the epicentre of 
western cultural reference the significance of America lies with its aspirational 
familiarity, a place where foreigners can find success or reinvent themselves. The 
conceptual value of America sits in stark contrast to the desperation and dependence of 
India and Africa as story locales within the Bier/Jensen case studies, where the Global 
South’s suffering imposes itself upon protagonists duty bound and ethically driven to 
sustain life. In this regard there is a personal cost and sacrificial value attached to both 
Jacob and Thomas’ humanitarian work.  
Consequently the Global South inflicts chaos and disharmony upon the protagonist, 
whereas in En du elsker/Someone you Love (2014) a destabilizing conflict back home in 
Denmark generates inner turmoil for protagonist Thomas. Importantly, his lack of 
responsibility in America provides a liberating sense of independence where he 
luxuriates in his persona as the debonair international singer. Within a Danish context, 
unresolved hostilities with his daughter ignite the initial dramatic conflict and shape his 
narrative arc.  
Accordingly, the impetus for personal change remains within a domestic context. 
Thomas must reconcile his familial dysfunction in order to step back into the world at 
large and embrace his musical persona. To this end Thomas’ authority, agency and 
identity are questioned only within a Danish framework. From a craft point of view, 
America as a story construct remains functionally benign.  
The presentation of a foreign location in this way serves more as a device to 
contextualise personal transformation. The conclusion of the screenplay sees Thomas 
return to the US with Grandson Noa, having finally accepted the importance of 
embracing (as the title suggests), someone you love. While reconciliation between 
estranged family members might indicate a curative approach to story construction, 
Aakeson has not employed techniques associated with the modalities of trauma such as 
paralyses, repetition and circularity (Kaplan 2001: 204).  
It is important to clarify that the Aakeson/Christensen filmography steers away from the 
modality of trauma cinema. From a textual perspective the story reads as a conventional 
relationship drama, engaging with characters’ personal traumas, rather than projecting 
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the experience of trauma through non-linear devices such as hallucinations or 
flashbacks commonly used to ‘figure trauma’s effects cinematically’ (Kaplan 2001: 
204). The screenplay’s linear timeline also separates the reader from a visceral 
engagement with trauma by providing a coherent narrative journey rather than 
characters held hostage by the traumas of a reoccurring yet segmented past.  
However, the conclusion to the screenplay, in which Thomas and Noa unite as a family 
unit, does provide a redemptive sense of narrative completion. Though the screenplay 
lacks melodramatic urgency or fatality as expressed in the Bier/Jensen case studies it 
imitates a melodramatic intentionality (Kaplan 2001: 202), by reassuring viewers that 
closure on screen corresponds with a sense of safety beyond the frame. But there is also 
insularity to Aakeson’s storyworld that relies less on imagining Denmark in relation to 
the world at large than the Bier/Jensen case studies. This I argue, limits the narrative’s 
thematic scope but provides a concentrated, localised sense of conflict.  
Thomas’ rite of passage for example, does not impact on foreign dependants as in Efter 
brylluppet/After the Wedding (2006) and Haevnen/ In a Better World (2010). His 
responsibilities lie solely with his biological family unit. But does the limited dramatic 
utility of the world at large also diminish the text’s transnational sensibility? As a point 
of comparison, the outward gaze reflected in the Bier/Jensen case study films invests 
heavily in the expression of and interplay between the global and local. Locality does 
not simply provide an arena in which to place the drama; the space between realms is an 
expression of conflict itself.  
In En du elsker/Someone you Love (2014) the conflict for Thomas sits inside the land he 
has returned to. The weighted expectation of coming home relays this inwardly driven 
dramatic gaze. Whereas the Bier/Jensen case study narratives reiterate a complex world 
order fracturing interpersonal relationships, the thematic sensibility in Aakeson’s 
screenplay offers a more optimistic expression of life both at home and abroad. Though 
Thomas’s daughter Julie dies from a drug overdose his own journey is ultimately 
redemptive, given his choice to embrace parenting in a way he never managed to with 
Julie.  
This conclusion, more in line with Hollywood’s prescriptive positivity offsets the use of 
Danish language and setting that might be seen as deterrents to international success. By 
locating familial reconciliation as marketable subject matter, the storytellers lean into a 
68 
 
Danish Screenwriting Practices Cath Moore 
narrative form and structure known to resonate with international audiences and 
contextualise the competitive strategy (Elkington and Nestigen 2005: 7) often used by 
small film nations to compete with American box office domination.40  
 
3.1.1   Together Alone: The Dislocated Self as Structural Concern  
Nevertheless, how does the nature of character and the structural considerations of 
narrative successfully evoke this kind of redemptive tonality? If structure is located as 
‘the relationship of different moments to each other within the whole’ (Waldeback and 
Batty 2012: 81) one can then examine how the initial situating of character within the 
storyworld affirms the transformative arc as an architectural consideration of 
transnationalised storytelling. While I explicitly draw upon the dislocated self as a motif 
within the Danish case study texts the unreconciled, flawed and fallible protagonist 
must be acknowledged as a cinematic archetype. This presentation of character 
intersects through nationality, genre and media platform. Its employment within a 
Danish context can therefore be seen as a small film nation strategy embracing 
universally recognised approaches to character construction. 
The first scene in En du Elsker/Someone You Love (2014) presents Thomas just before 
he is about to go on stage. The storyworld location is kept vague with reference only to 
a club. Thomas’ first line is directed to the crowd:  
THOMAS       
Good evening. My name is Thomas John. 
There is applause and the scene fades to black. While this kind of introduction 
references his persona as performer, it also illuminates the interrogation and reparation 
of the dislocated self as a ‘cinematic subconscious that orchestrates the audience’s 
experience of the story through character desire’ (Waldeback and Batty 2012: 90).    
 																																								 																					40	A similar premise can be seen at play in the film About a Boy (2002). Though dissimilar in tone, the 
film also presents a male protagonist whose transformative arc is dependent upon his burgeoning 
relationship with a young boy. As a UK/US production, this inter-personal dynamic between father figure 
and child does not correspond to a small film nation narrative strategy. Instead, the production (starring 
Hugh Grant, based on the popular book by Nick Hornby) capitalizes on star power as a transnationalizing 
agent and a potential crossover audience from the novel. 	
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What is it to be Thomas John? His frustrated desire – to love and be loved – is clearly 
rooted within his subconsciousness. The dualism that underpins Thomas’s identity is 
demonstrated in the next sequence when he arrives back in Denmark. From the solitary 
figure on stage capable of commanding an audience’s attention, Thomas is then located 
as a man managed by others.  
He is shepherded through his life by women: his manager, the housemaid and his 
producer. To a certain extent, the trio of female caretakers infantilize Thomas and 
provide a sharp contrast to the authoritative figure of virility on stage. This duality is 
also part of Aakeson’s meaning making system, where characters shift between 
childhood and adulthood as they negotiate traumatic circumstances and realign the past 
with the present. Thomas’ lack of self-awareness and his return to Denmark also 
provides the narrative with an inwardly drawn gaze, one that reflects Thomas’ 
unreconciled familial conflict and the insularity of a musician preoccupied by the 
creative process.  
Set in winter, the characters are kept inside for much of the story timeline. To this end, 
Aakeson’s sensibility corresponds less to the mode of melodrama as expressed in the 
Bier/Jensen case studies, where action and emotion are exteriorized. Further, as a 
relationship drama Aakeson’s screenplay fails to reference or utilize the world at large 
as a means of dramatic conflict or thematic resonance. The dimensions of story 
substantially limit any expression of Denmark or Danish nationals within a transglobal 
context. However, one can still examine the expression of genre within text as a 
transnationalizing mechanism.  
Though Danish screen works strongly articulated through the prism of genre challenge 
the perception of a Nordic ‘miserabilism’ (Kaapa 2015: 244) the nation’s international 
reputation for producing ‘quality’ screen content still reflects their preference and 
aptitude for (melo) drama, despite the fluidity of cinematic trends. While Aakeson’s 
process is not bound by genre his interest in the dynamics of family has been recurrently 
expressed through the lens of the relationship drama that continues with En du 
Elsker/Someone You Love (2014). While Danish filmmakers commonly reflect the 
nation’s interest in and engagement with family, Aakeson has delivered a culturally 
unspecific narrative landscape that supports transnational engagement with the text. 
Ironically, Aakeson provides access into the story world through a fractured rather than 
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united family unit. Self-destruction is expressed as an intergenerational malaise, a 
fatalistic engagement with both trauma and personal loss. 
This provides the script with its deep structure (Waldeback and Batty 2012: 91), and 
reiterates the core thematic principles at play, such as family will save you from yourself 
or family will ruin and redeem in equal measure. The dislocated self, activated through 
Thomas’ troubled backstory stimulates a sense of dramatic anticipation about the future 
trajectory of Thomas and Noa. This is an important register of the transformative 
journey and stakes at play. Accordingly, the dislocated self can be seen not only as a 
genre component that cuts across both melodrama and the relationship drama, but also 
of dramatic structure within the case study narratives.  
3.1.2 Expressions of Family: Genre, Theme and Subject as markers of 
Transnational Access  
While cultural shifts within film policy have contributed to the branding of Danish 
cinema as an instrumental player in a global economy (Bondebjerg 2016: 25) the extent 
to which practitioners consciously respond to this within the script development phase 
is less clear. How for example, might notions of the global expressed within story world 
construction, or through the screen idea working group impact on the international 
marketability of the film?  
While engagement with the foreign plays less of a role in establishing the transnational 
capacities of the screenplay, En du elsker/Someone you Love (2014) presents family as a 
universally accessible gateway into the story world with a complex deconstruction of 
parent/child relationships. While the dramatic currency of family may assist some small 
film nations to transcend the domestic marketplace, it also reflects a commitment to and 
ownership of cultural values. The practitioners interviewed for this exegesis articulate 
how notions of family ground their initial screen ideas but also provide scope for new 
and innovative narratives to emerge, as Jorgensen (2015) makes clear in the statement 
below:  
I’m personally interested in everything around the family and how the 
new modern family looks, because the family structure is about to 
change and I think that's very interesting. Not just for Danish people, 
but a great interest to most modern people around the world.  
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Jorgensen’s comments correspond with the view that families on screen provide a 
means to engage with broader social trends (Berghahn 2013: 11). In this regard the 
reconceptualised nuclear family in En du elsker/Someone you Love (2014) is expressed 
through single parenting as a multi-generational experience. The Danish single parent is 
commonly recognised and validated within both socio-cultural life and through audio-
visual media. Given that Thomas and his daughter are unable to maintain parental duties 
or intimate relationships, one might project a correlative association between single 
parenting and personal dysfunction in this screenplay. However, such a reading seems 
incongruous with the socialist nature of a Danish society that supports and 
acknowledges family as a complex, multifaceted unit.  
The storyline sees Thomas return to Denmark to record another album with his long 
time producer and confidant, Molly. Family responsibility is soon imposed upon 
Thomas when his daughter Julie goes into rehab for cocaine addiction and he must care 
for grandson Noa, whom he has never met. Thomas must atone for past parental failings 
and provide Noa with a reliable and sustained relationship, above his own desire for the 
dispensable or non-committal. Unburdened by artifice or pretence, there is also 
something inherently Danish about a story world concerned with ideas of home and the 
implications of geographical proximity. Sorensen (2015) clarifies this argument further:  
We are a small country; we live very close to one another… in America 
a lot of kids go to college far away, or just come back at holidays. In 
Denmark it’s a very different situation. I think we see our family a lot 
more, so maybe that’s why we tell those family-based stories so often. 
Aakeson and Christensen’s previous film En familie/A Family (2010), which explores 
the difficult choices family members must make when their patriarch falls ill, 
demonstrates an interest in using this established dramatic unit as a narrative source of 
conflict. For Aakeson, the family as dramatic nucleus addresses both practical and 
creative requirements:  
It’s there a lot in my work; I am often surprised and think ‘family 
again?!’ I was with an assistant of Mike Leigh, Paul Clements, he was 
here giving a class… and he said, ‘pick a family for it (the story), 
because you cannot get out!’ So you have all these loyalty issues and 
you would probably tell someone to fuck off if they were not your 
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family, and this is a good arena for drama because you have different 
rules here.  
Embracing the emotional intricacies present within family dynamics can also be seen as 
a small film nation model of filmmaking where close proximity to one another, a 
limited land mass and cultural mores such as hygge41 accentuate the shared experience 
of and exposure to interpersonal relationships or domestically oriented concerns. 
Another reason why Danish practitioners invest so readily in the family or relationship 
based (melo) drama is the genre stronghold of Hollywood. A capacity to yield high box 
office returns with comedy, blockbuster action and superhero franchises (in conjunction 
with a globally recognised ‘star’ power) can be seen as a deterrent to small film nations 
who may lack the same recognition if utilising a genre mode that commonly sits outside 
of national persuasions. From a commercial perspective the foreign language film is 
often diluted down to represent an artistically inclined sensibility, only made palatable 
by English-language adaptations (Galloway 2002) of small film nation content such as 
The Girl with the Dragon Tattoo (2011).  
Producer Sidsel Hybshmann (2015) reiterates the multifactorial process involved in 
approaching story and how considerations of US dominance are always at play:  
I think the Danes are very family oriented. I can’t think of a director 
who’s not really engaged with that. It’s also write what you know. I 
think that's also the way you get the most emotion. A lot of people 
would love to see us do a genre film, and though we have most recently 
with our Western [The Salvation (2014)] it’s not inherently Danish and 
it’s difficult to get that kind of money for those kind of films and often 
you’re competing against America with those kind of things so you 
want to go in where you’re strongest. I’m sure you could do thriller or 
horror, we had a series of those in the 90s but they weren’t great and 
they are still niche. It might travel but won’t give you the same street 
cred.  
																																								 																					
41 Hygge is a word commonly used in Denmark and Norway to express a sense of cosiness and comfort 
that provides a sense of well-being. It is commonly associated with domestic traditions and a core 
characteristic of Danish culture. 
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Implicit within Hybshmann’s comments is the promotion of pragmatic innovation and 
an attitude that values cultural authenticity over duplication. This approach is I argue 
what underpins the contemporary relevance of En du elsker/Someone you Love (2014) 
as a conventional narrative on the redemptive power of love, emboldened by nuanced 
storytelling that resonates universally. Further, the use of diegetic English-language 
music not only helps to structure dramatic sequences but also imbues the text with a 
transnational quality.  
 
3.2   The Creative and Structural Application of a ‘Sound Universe’  
Indeed, while the language and landscape of music draw together different narratives 
within the screenplay they also generate a story world in which character transformation 
is largely realised symbolically. Thomas’ rite of passage is conspicuously tracked within 
song lyrics. The process of producing and playing music is expressed as both a 
connective and destructive force, through which personal insight is gained.  
Two factors influencing the original construction of the screen idea were the director’s 
desire to include music as a key narrative component and the production company’s 
request for a high profile actor to attract an international audience. While this approach 
to production can be evidenced throughout many national screen industries, for a small 
film nation like Denmark it supports the importance of developing a screen story that 
connects to, but extends beyond the local. Below is a sequence of practitioner interview 
transcripts from screenwriter Kim Fupz Aakeson (KFA) and director Pernille Fisher 
Christensen (PFC). As a composite of reflections they provide an illuminative backdrop 
to musical integration and inspiration within the screenplay (see Appendix A for 
complete transcripts).  
CM: How did the musical component come about?  
(KFA): Pernille [Fisher Christensen] wanted music to be a big part of it; this was 
a decision from very early on. And actually then the production company 
Zentropa and the distribution company were like ‘we need a big one for this, 
someone with star quality’… we turned onto Mikael Persbrandt who is also very 
charismatic. 
CM: Because music is so much a part of the story itself, how did these external 
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influences impact on that aspect of the screenwriting development process? 
KFA: Tina [Dickow] is Danish and a pretty big singer/songwriter. She was 
suggested and Pernille was like ‘Oh I don’t think so’ but she had a go at it and 
suddenly she came up with the songs, and she (Tina) said ‘I’m writing like I’m 
someone else.’ And it was funny for her I think – to be a man – and write 
something completely different. And they (Dickow and Christensen) worked on 
the lyrics together. I was not a part of that. The music process was a big one, and 
one of those things where I was like… not for me…  
CM: So structurally you would devise the plot and the scenes where there would 
be some kind of exploration with music and then they would go and contextualise 
that?  
KFA: We tried at some point to decide how many songs and we knew this from 
the Disney movies, sometimes it’s show-stopping so you have to make some of 
the songs big… and figure out where we need the breaks so structurally we looked 
at where we wanted them but we were concentrating together on the script. And 
Trine Dyrholm (who plays the character of Molly) is a reading actor. We like her 
and we know her in private and she’s a very good reader, so she’s always part of 
the scriptwriting when she’s on Pernille’s movies.  
CM: This project is interesting because of the musical element as a story telling 
tool, one that provides universality to the overarching film. Everyone can have an 
emotional response to the music, but it also reveals something about the 
characters. How soon did Tina come into the process?  
PC: I work with this producer who had also worked with Tina and I had 
researched for a long time in the music world, to find out what is this relationship 
between the producer and the artists, how is this working. So I met this guy and I 
made for him like a book with at this point, the character’s song – the song should 
be about this and this and I started talking about ‘well is this a ballad, what should 
the music sound like, which sound universe is it?’ And he went out and found a 
producer who would actually produce the sound of the music and then I wrote like 
a recipe for each song.  
The tempo should be this, these are the instruments, a lot of poetry, words, slang, 
references to other music and then we gave it to some different artists and listened 
to a lot and then Tina was the one who just, she’s so talented and she came back 
with five songs from that recipe book. I gave her the lines in Danish and she just 
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translated it into English.  
We did that before we shot the movie and then we started working a little bit on 
the sound and then Mikael came in with a producer and we recorded his voice and 
we finished the whole sound universe around his voice. And after that when the 
film was edited we built more, worked more with the music. It’s so much process 
and you can’t say ‘before and after’ because there’s a little bit of score music but 
not a lot, which is built on some of the tracks that we took out and stretched and 
recorded them again.  
Given the expression of music is a conspicuous story mechanism, Christensen’s 
wonderfully visceral phrase ‘sound universe’ draws attention back to the aural 
component as a critical yet often overlooked layer of story world construction, realised 
through a distinct process of collaborative conceptualisation. I refer to song as the main 
component of diegetic sound, stylistically structured to reference a brooding, soulful 
repertoire. Indeed, critical analysis of the screen work often compares Thomas to 
Leonard Cohen and his ‘swooning guttural ballads’ (Mintzer 2014). Drawing on the 
archetypical figure of Cohen arguably provides universal familiarity – a strategic short 
cut into Thomas’ musical persona.  
Within the Aakeson/Christensen storyworld, song and the act of singing promote sub-
textural meaning through lyrical content, tone and expression. It also illuminates the 
screenplay’s deep structural concerns of redemption and healing, effectively training the 
viewer to respond to the image through a vococentric frame (Chion 1994: 6). The 
creation, performance and reception of song also provide a critical mechanism with 
which to ‘see’ the narrative as a rhythmically oriented text that ebbs and flows, both 
through and alongside the musical compositions within.  
While screenwriter Aakeson was a peripheral figure in the development of musical tone 
and temperament the screenplay provides a structural template that allows for a critical 
interplay between expression of song and sensibility of character. The sound universe in 
En du elsker/Someone You Love (2014) encompasses Thomas’ backstory, largely 
through the symbiotic nature of his relationship with long time producer Molly. Their 
interactions kindle softness in Thomas not easily extended to his own daughter Julie and 
grandson Noa. Thomas’ expressions of intimacy through music-making as creative 
process also provide momentary relief from familial conflicts.  
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The pendulum that swings between apprehension and release within the drama is clearly 
articulated in the sequential scenes (pp.18–21) below. Incorporating sequences devoted 
to the production of Thomas’ new album effectively counters the often stilted nature of 
dialogue exchanges between Thomas and his family members whilst imbuing the script 
with a tonal dynamic encouraging the reader to ‘breathe out’ before plunging back into 
the emotionally wrought story world.  
The request to look after Noa in the scene excerpt below can also be read as the inciting 
incident, which pushes Thomas back into a parental role he has tried so hard to avoid:  
JULIE         
Noa gets himself up in the morning 
and he does his homework and he can 
sit still. He’s been with me at work 
a hundred times. 
Thomas smiles tolerantly – now he knows what she wants. 
 
JULIE           
I don’t know what my boss imagines. I 
mean, I’m alone, Noa doesn’t have a 
father, you know? 
THOMAS            
I’m working. We’re recording. 
JULIE        
They are going to fire me? 
Thomas really doesn’t feel like taking on this problem. 
 
JULIE            
What should I do? What do you think         
I should do? 
Thomas has no idea either. 
 
THOMAS  
  I’m recording – I just started. 
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   JULIE             
My mom is dead? I have no one? 
 
     THOMAS              
You must have a girlfriend? 
JULIE       
Nah.  
Julie looks at him but doesn’t say anything else.  
 
Thomas senses he’ll wind up doing as she wants anyway and 
curses as he gives up. 
 
THOMAS       
Goddamnit to fucking hell! 
JULIE            
Thank you.  
Julie is already on her way in to Noa in the living room. 
 
Thomas wonders, how did this happen? 
 
The dramatic code42 underpinning a screenplay amalgamates ideas on theme, subject 
and character throughout the plot. This process is an intricate interplay between explicit 
and sub-textural language use not only through passages of dialogue but in this case, 
music as a therapeutic agent in the developing relationship between Thomas and Noa. 
The composition and playing of music can be interpreted as a structural system of 
meaning within the screenplay, effectively reinforcing the story world by ‘activating 
schemas that provide an interpretive framework for the visuals’ (Boltz cited in 
Hoeckner, Wyatt, Decety and Nusbaum, 2001: 146). This auditory system allows 
Aakeson as screenwriter to chart key dramatic transitions and revelations.  
																																								 																					
42 This is a term often utilized in screenwriting theory that relates to the expression of themes interwoven 
within or underneath the text. See Truby (2007: 7).  
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3.2.1 Tracking Transformation: Music as Emotional Subtext 
With a progressive, active temporality (creating, constructing, producing and 
performing) musical collaboration sits in direct contrast to Thomas’ past life muted by 
personal loss and failure. Indeed the text suggests a problematic legacy in Thomas 
prioritising his drug-fuelled life as a singer, and the repetition of dysfunction through 
daughter Julie’s current drug addiction. While the use of sound on screen ‘vectorizes 
shots, orienting them towards a future, a goal, and creation of a feeling of imminence 
and expectation’ (Chion 1994: 13–14), Thomas’ musical persona also provides an 
ontological escape route out of the past and into a continuous present, one devoid of 
accountability.  
Accordingly, the correlative value of music with physical and emotional absence, 
impacts on the overarching temporalization of the narrative. Thomas finds he can 
communicate with Noa through his music. The contemporaneousness of past and 
present generates a series of momentary (and more importantly manageable) 
interactions, fleeting contact between intimate strangers. In the scene below (p.31) 
Thomas unintentionally plays the role of mentor and so begins a parallel rite of passage 
with Noa as they begin to understand what they mean to one another:  
 
Noa rummages through the guitar bag and finds a DVD – LEARN 
TO PLAY GUITAR 1 
NOA           
It came with the guitar. 
Thomas glances at the DVD, then throws it into a corner of 
the hall. 
 
THOMAS        
Forget everything you’ve seen on that      
DVD and never think about it again. 
Noa looks towards the corner with surprise. 
 
THOMAS         
Which chords do you know? 
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NOA         
C, A, G, D ... E  
THOMAS         
No minor ones? 
Noa shakes his head. 
 
THOMAS           
Okay, A-minor. 
 
Thomas shows him the grip and hands the guitar to Noa who 
attempts to copy it. 
 
THOMAS           
Index finger on the first band, the H 
string. 
Noa tries but it’s still wrong. Thomas takes the boy’s 
fingers and places them. 
 
THOMAS         
A-minor. 
Noa strums the guitar a couple of times. 
 
THOMAS      
Then you change to G – give me G, 3, 4. 
Noa changes.  
THOMAS       
Keep the rhythm, A-minor again, 2, 3,and 
then G! Rhythm! 
Thomas claps in rhythm and something approaching a flow 
begins.  
 
The stepping-stones for a transformative path have been planted throughout this scene. 
Under the guise of musical instruction Thomas begins to accept Noa’s presence in his 
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life. The first scene effectively portrays Thomas’ personal investment in someone other 
than himself; life to date has been about self-gratification or preservation. The payoff is 
small but significant, referenced in the action line:  
 
… Thomas studies the effort and eagerness evident on the 
little boy’s face.  
 
Thomas’s recognition of minor chords also indicates his interest in showing Noa a 
different musical prism; beyond the melodious major chords lies another realm of 
expression arguably more akin to the kind of emotional authenticity and depth Thomas 
is used to delivering through his moody, soulful repertoire. Noa’s gaze noted in the 
action line below demonstrates a shift away from previously awkward, uncertain 
encounters.  
 
Thomas and Noa’s eyes meet. Thomas continues singing 
without stopping.  
 
This passage of big print also provides the scene with another transition gesture43, a 
mutually recognized interaction that moves their relationship into new territory. The 
sub-textural meaning of this exchange is something akin to: ‘Now I might be interested 
in you. Let’s see where this relationship goes.’ In this way, the diegetic playing of and 
listening to music as Chion (1994: 8) submits ‘expresses its participation in the feeling 
of a scene, by taking on the scene’s rhythm, tone and phrasing; obviously such music 
participates in cultural codes for things like sadness, happiness and movement.’ While 
Chion speaks of empathetic music this is often relayed in the feature film as non-
diegetic sound accompanying the picture edit. Music heard only through the presence 
and actions of the characters within a scene provides a very different engagement with 
the unfolding drama.  
The aforementioned scene between Thomas and Noa presents an empathic transaction 
between characters, largely facilitated by a room filled more with song than spoken 
word. This kind of diegetic layering of sound within and across scenes also relays an 																																								 																					
43 Author’s italics. 
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intimacy between characters reflective of the overarching dramatic journey towards 
unity. Similarly, the presentation of the title song at the beginning of the screenplay, 
only fully contextualized in the very last scene aids in the rhythmic flow of not only the 
scene (Butler 2006: 59) but the screenplay as a holistic creative entity.  
As much as the musical realm supports a burgeoning parent/child bond between 
Thomas and Noa – one that draws the story forward – deconstructing lyrical content 
with his producer Molly pulls Thomas back into his grief over losing his daughter. 
Music not only references a story world past, present and future but also becomes a 
timeless sanctuary that shields Thomas from accountability and provides a lyrical 
lamentation on the fractured self as dramatic motif. In the scene excerpt below (pp. 69–
70) Thomas demonstrates his anger at being pulled out of his safe space:  
 
MOLLY        
It’s about intimacy. What you’d 
whisper to someone who’s close to 
you. 
THOMAS              
It doesn’t work. 
Molly looks at him and senses quite another problem. 
 
THOMAS        
What is it you want? 
Molly doesn’t answer. 
 
THOMAS      
Should I fake sorrow? Should I 
pretend I knew Julie? Should I be 
ashamed? Is it my fault? 
Molly just keeps looking at him, which makes him even 
angrier. 
 
THOMAS      
Should I pretend to be miserable? 
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Would that make you happy? Poor 
Thomas, come here Thomas, hug it out, 
poor, poor Thomas John. 
 
The landscape of music production provides a strategic opportunity to elevate dramatic 
conflict through exposition. The subtext within Thomas’s line ‘it doesn’t work’ 
substantiates an inability or unwillingness to engage with his emotional capacities. It is 
also a confession of sorts; cynicism masks the guilt Thomas carries for never having 
provided Julie with the paternal presence she needed. However, at the end of the scene 
Thomas manages to retreat back into his bubble of aversion and Molly her role as 
enabler. Prodding gently at the ribs of conflict in this way reinforces the nature of 
Thomas’s atonement; it is Noa who must agitate a shift from aversion to submission and 
an acknowledgement that reciprocal love, rather than facetious replication, is the key to 
Thomas’ redemption.  
The conceit of music production promotes a ‘greater understanding and perception of 
the passage of film time’ (Butler 2006: 51) within the story world by allowing the 
reader to track the developing relationship. The structuring of recording sessions and 
informal guitar lessons between Thomas and Noa orients aesthetic and thematic 
expressions of the parent/child bond across both scene and sequence. However, it is the 
disconnected self, persistently encountered throughout the text that resonates most as a 
narrative expression of lyrical content and provides the story with a metamorphic 
momentum.  
Thomas agitates, provokes, resists and resigns until his melancholic skin has been shed. 
Accordingly, the space within song is contradictory in nature, where loneliness is both 
masked and manifest throughout Thomas’ grieving process. From a textual perspective 
sound has also been used within the screenplay to reference the void of grief, as 
expressed in the scene (p. 55) below:  
 
INT/ROOM IN MANOR/EVENING 
 
Thomas opens the door and hears soft sounds from a guitar. 
Noa lies in half-darkness with his back to the door and his 
guitar in his arms. He’s embraced it as if it were a human 
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being and is quietly stroking the strings while he whispers 
something inaudible. 
Thomas puts down the food and water and stands for a while. 
Noa doesn’t react but keeps strumming his guitar. 
 
Thomas leaves. 
 
From a behavioural point of view, the repetition of strumming can be read as an 
instinctive self-soothing but Noa also animates loneliness as ‘the solitary figure caught 
in the internal noise of their own atomization, as if it is them pressing the volume 
reduction button’ (Redmond 2015). Seeking distraction, the repetitive strumming allows 
Noa to escape from the traumatic experience of watching his mother’s death unfold, the 
nonsensical finality of which rings unceasingly in his mind. Layers and moments of 
sound within scenes speak to the overarching thematic sensibility of the drama, where 
life (as in the Bier/Jensen case studies) is inherently about reconciling loss.  
The multifaceted expression of music as therapeutic agent allows story collaborators 
Aakeson and Christensen to engage with the parent/child bond as a problematic but 
universally recognisable subject. While Thomas is not bound by the same kind of 
existential preoccupations that characters often find themselves contending with in the 
Bier/Jensen narrative model, there are similar thematic expressions of patriarchal 
responsibility and aggression as a masculine attribute. Thomas’ stage persona provides 
joy whilst his restrained hostility and despair in personal circumstances is at times 
stifling for all in close proximity. However, in regards to masculine aggression, Thomas 
fails to accept culpability and in doing so makes his violent transgression an 
irreconcilable betrayal for his manager Kate. After being struck by Thomas in a burst of 
anger, she decides to end their working relationship (pp. 78–79) as expressed in the 
scene excerpt below:  
KATE         
You hit me.  
THOMAS        
I’m sorry, you can’t go, you’re my 
manager for fuck’s sake! 
Kate’s eyes well up. He stops talking, calms down, and 
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looks imploringly at her. 
 
THOMAS         
Kate, please? 
KATE      
I will phone the boarding school and 
the lawyer. I’ll make the 
arrangements. 
Thomas thinks there’s a light at the end of tunnel, nods, 
relieved.  
KATE         
And I’ll book you a plane home. 
Thomas nods. Yes, home, he needs to go home. Good work 
Kate. 
KATE         
That’s it, that’s all. 
Thomas has to digest that then gets a hold of himself and 
forces himself to nod and not say anything else. 
 
Kate walks down the stairs. He watches her go to the front 
door, open it, and walk out. Then the door closes with a 
heavy boom and he is close to a complete meltdown. 
 
Even while attempting to apologise, Thomas is held hostage by an ego that demands 
validation. The secondary characters all contribute to a picture of a man serviced by 
maternal figures that perpetually rescue, support, soothe and restore. Thomas’ status as 
intolerant man-child is a state of being from which a metamorphosis must take place 
and an understanding that responsible adults make difficult choices, rather than indulge 
in reactive outbursts. In this way, the construction of Thomas’ character arc recognises 
that ‘adulthood brings with it a civic duty to control the dissemination of information 
about the world’ (Spiegal 1998: 114), reiterating his responsibility to provide Noa a 
space of safety and stability. Similarly, Noa’s needs – immediate and innocent – 
confirm love as an active verb one cannot outsource. The major emotional transactions 
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in the narrative inevitably reflect childhood and adulthood as intersecting realms both 
Thomas and Noa must negotiate as the plot unfolds.  
Aakeson’s persistent reference to the character’s gaze exemplifies his understanding of 
how transition gestures signpost dramatic shifts in the story. In conjunction to character, 
one must also acknowledge the reader’s gaze upon the page, situating the screenplay as 
a site of congregation for film practitioners, researchers and adjunct professionals such 
as the script translator. 
The binaries of separation and unity are also reflected in the process of text translation 
from the original Danish language screenplay into an English language version. How 
the script is accessed and understood outside a Danish context depends entirely on the 
capacities of the translator. It is also helpful to locate translation as a distinct creative 
labour affiliated with the screenwriting craft. While the sub section below acknowledges 
this role, an in-depth analysis would benefit the broadening discourse within studies on 
transglobal cinema, particularly as to how the screenplay can be situated as a series of 
multi-language research documents and procedures, that facilitate different analytical 
pathways.  
 
3.3 Lost and Found in Translation(s) 
It’s not just about words; it’s also about how the story comes onto the screen. 
(Sisse Graum Jorgensen 2015) 
While having access to the English-language shooting script has been an invaluable 
tool, engaging with the script as research document has raised many questions. With a 
dual status of screenwriter and scholar, I found myself switching hats so to speak, in 
order to fully engage with the process of interpretation. As Jorgensen’s statement above 
reiterates, it’s never just about words on the page but how and why the reader connects 
to the substance and delivery of story within. How much for example does the English 
translation impact on my understanding of and appreciation for Aakeson’s original text?  
The close reading of a screenplay is an intimate activity, delving into the mindset of the 
screenwriter and story collaborators. But this process is complicated, given the words 
within my research text are one step removed from their original source. Does a 
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document based on an interpretative process diminish the accuracy or authenticity of 
analysis? A further line of inquiry that may answer such questions would incorporate 
the working practices of the interpreter, not only in regards to their bi-lingual capacities 
but understanding of the screenwriting craft and associated considerations such as how 
the appropriation of British or American English may impact on screenwriter 
intentionality or co-production pathways.  
There are also a series of formatting issues that complicate the act of reading. The 
English-language screenplay lacks scene numbers and instead of full stops in dialogue 
passages, there are often question marks. This impacts directly on the interpretation of 
character dynamics and took me out of the story world on occasion. However, the most 
striking feature of the English-language version, one that I must accept at face value is 
Aakeson’s approach to big print. As a craft principle, one is taught to describe visual 
action/character behaviour as a manifestation of internal logic and emotion. Expressing 
thought processes is to be avoided. Yet on many occasions, Aakeson reiterates the 
character’s inner voice within passages of scene description:  
Thomas smiles again. Yes, only green. (p. 10) 
Thomas nods. Yes, home, he needs to go home. Good work 
Kate. (p. 79) 
 
Aakeson’s conspicuous expression of Thomas’s inner thoughts provide an intimacy that 
I found endearing; allowing me to travel alongside an otherwise allusive character. 
Throughout interview transcripts I recognised a similar approach to sentence structure 
with verbal phrasing. Strikingly, Aakeson’s understanding and oral application of the 
English language is reflected within the translator’s English version of the original 
Danish language screenplay, all of which emphasises the need for more research into 
the dynamics between these practitioners and translating as a creative labour tasked with 
authentically reimagining the screenwriter’s essence and intentions from one language 
to another.  
However, character insight into Thomas’ internal landscape also alludes to Thomas’ 
emotional trajectory and solidifies the spatial placement of Noa within the storyworld. 
Without similar emotional access, the reader is encouraged to ‘see’ Noa as a structural 
tool, both facilitating and complicating Thomas’ journey. The following chapter 
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examines the dimensions of the child character as an antagonistic device, redemptive 
force and transnationalizing agent within the case study text. It will allow me to further 
engage with the dislocated self as thematic motif, evidenced through the child’s gaze. 
The following chapter also provides a conceptual flow into my own creative inquiry and 
preoccupation with parent/child relationships, further examined in Chapter 5. 
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Chapter 4 The Watchful Child: Accusation, Acknowledgement and 
Acceptance in En du elsker/Someone You Love (2014) 
Though this chapter provides a limited analysis, the expression of childhood and the 
child’s perspective can be read as an important extension of the family-based 
relationship drama in Danish cinema. Whether establishing a sense of stake (Krigen/A 
War [2015]), historicized socio-cultural critique (Under sandet/Land of Mine [2015]), 
the complexities within parent/child relationships (Efter brylluppet/After the Wedding 
[2006]) or the nature of grief and belonging (Haevnen/In a Better World [2010]), 
childhood is often utilized in Danish cinema to accentuate universal ideals and enduring 
legacies. Nonetheless, the child as cinematic construct has little regard for analytical 
frameworks. As in life, s/he rarely conforms politely.  
Throughout many cultures and historical contexts, the discursive (re)presentation of 
childhood on screen affirms a pathologized preoccupation with this space of experience 
and knowingness. I examine the temporality of childhood as a state of ‘being rather than 
becoming’ (Lury 2005: 307), situating the child figure as dramatic agent. I also analyse 
the prevailing considerations of family as important tropes within contemporary Danish 
cinema, and engage with the attribution of ‘otherness’ (Jones 2008: 195) to the child 
figure on screen. While this chapter provides a textual analysis of Aakeson’s screenplay 
there are clear parallels to be drawn from the Bier/Jensen narratives regarding 
depictions of and investments in the child character. This chapter aligns with my 
overarching inquiry into the transnational sensibilities of Danish screen narratives by 
examining childhood as a critical reference point for international audiences. Certainly 
the geography of childhood in Aakeson’s work is expressed as a series of alchemic 
binaries; hope and fear, faith and mistrust, familiarity and the unknown.  
The otherness of the child in the case study narratives reflects a particular unease with 
the adult protagonists, concerning knowledge indigenous to and accessible only within 
childhood. Accordingly, the negotiation of boundaries that Thomas initiates reveals an 
apprehension that any disclosure Noa makes may destabilise his own authority in the 
adult world. This apprehension about ‘the knowledge gained within childhood and what 
can or cannot be “known about” the child’ (Lury 2008: 311) exposes the disappeared 
childhood of Thomas’ daughter Julie, now a temporally abstracted happening that is at 
once impossible to relive or forget.  
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Noa’s visceral presence in Thomas’s life triggers parental guilt about Julie’s lost 
childhood, all of which alienates Thomas even further from his own Grandson. This set 
up also challenges the assumption that children’s identities are constructed for them by 
adults or within the realm of adulthood (Olson and Scahill 2012: 7). While his mother’s 
drug addiction fosters a sense of self-preservation and wariness, from a structural point 
of view Noa critically informs Thomas’ transcendence from dependent to dependable. 
His persistent presence demands that Thomas shift from petulant man-child to figure of 
authority; able to engage and empathise with the needs of others. Noa demands to 
remain a child and in doing so, claims back his rightful position in the story world.  
Casting a broader gaze across Danish screen industries, one can reflect upon the many 
striking performances by children, as a particular skill set and perspective that directors 
such as Susanne Bier and Pernille Fisher Christensen effectively exploit. Producer 
Sidsel Hybshmann (2015) has worked with both women and makes the following 
observations:  
Sometimes it's a nice point of view. With children you’ll have the 
audience’s viewpoint. If you want a quiet observer in your film, or if 
you want an innocent victim, they tend to get those kind of parts. 
Susanne has been asked ‘do all Danish kids know how to act?’ because 
they always do amazing performances. I think it’s the fact that a lot of 
Danish directors could make kids work anywhere; they’re unafraid.  
In a society where ‘you’re not allowed to say you’re famous’ (Hyshmann 2015), Danish 
child actors are also brought up in a culture lacking a conspicuous star system, and with 
a view that citizens should be defined more so by capacity than occupation. The idea 
that success depends upon child characters presented in some form as ‘abnormally 
interesting’ (Lury 2010: 202), envisages the child through a fetishized lens of 
heightened precocity or diminished nuance. This approach is less replicated in Danish 
cinema, where generating an authentic and accessible portrait of childhood is prioritized 
over symbolic or exaggerated affectation.  
From a screenwriting craft perspective, the projection of metaphors (Keller cited in 
Kelleher 1998: 31) onto the child character situate childhood as a thematic mechanism, 
expanding upon both themes and conflict throughout the text. However, the naivety 
associated with childhood can be utilized to deliver exposition within dialogue as a 
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plausible inquisition or revelation. Aakeson’s screenplay both affirms and challenges 
the scholarly discourse and cinematic depiction of the othered child, a figure who sits in 
opposition to the ‘supposedly rational, civilised “grown up” human animal that is the 
adult’ (Lury 2010: 12).  
From the protagonist Thomas’s perspective Noa is clearly viewed as an undesired 
dependant, an anomaly of sorts rendering any inter-personal dynamic mechanical rather 
than organic. However, Thomas lacks the rationale, discipline or emotional intelligence 
often associated with adulthood. As Noa finally declares, ‘you are the worst grown up I 
know.’ While the capacities and inclinations of characters have not been entirely 
inverted, there is a complexity in Aakeson’s composition of both child and adult roles.  
Both the Bier/Jensen and Aakeson storyworlds present a Western inflection of 
childhood intercepted by adults seeking solace or naïve wisdom, before returning to the 
authoritative sphere of adulthood. This synergistic interplay is often lost within 
simplistic distinctions or rigid binaries that seek to keep these realms separate. 
However, the shifting relations of power, gender and agency (Lury 2005: 314) between 
child and adults figures make this separation ideologically untenable.  
 
4.1 The Path to Redemption: Standing at the Crossroads of Childhood and 
Adulthood  
Returning to the screenplay for En du elsker/Someone You Love (2014) one can see that 
the layering of exposition is implicit within Noa’s constant questioning of Thomas (see 
dialogue exchange below), and the shifting dynamic between himself, his mother and 
grandfather.  
The fragility associated with childhood is framed by a constant need for certainty and 
predictable relationships, also demonstrated in the sequence below (pp. 28–29). This 
scene takes place just after Noa’s mother Julie has been checked into a drug 
rehabilitation program and Noa speaks to her on the phone for the first time. Also of 
expositional importance here is Thomas’s own history with drugs:  
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NOA          
I think she hung up. 
THOMAS           
Okay. 
NOA         
She said she’s the world’s worst mom. 
THOMAS           
She’s not.  
NOA       
When can we visit her? 
THOMAS       
Your mom will tell us when she’s ready. 
NOA         
Doesn’t she want me to come? 
THOMAS         
You just want to have some peace. You 
feel like crap and just want to die. 
Noa looks frightened at Thomas. 
 
NOA       
Why? 
THOMAS            
You just want to.  
In situating character backstory as a source of conflict, the story collaborators ascribe a 
negative value to drug use and familial dysfunction yet avoid any moral judgement of 
character. However, the value of dysfunction shifts when used to draw estranged 
characters back together. Thomas’ own history as a drug addict allows him to 
understand Julie’s plight and his own abusive childhood becomes an initial means to 
engage with grandson Noa. The scene excerpt below (pp. 29–31) follows directly on 
from the scene above:  
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Noa moves to the piano. Thomas tries to continue working. 
But his concentration is gone. 
 
THOMAS            
Why don’t you play your guitar? 
NOA          
I don’t feel like it. 
Noa shrugs. Thomas looks at him. 
 
THOMAS      
My dad drank like a fish when I was a 
boy and then he’d either start 
dancing or turn into a mean bastard. 
Noa looks up. Thomas heads down memory lane. 
 
THOMAS             
Once he started hitting me he couldn’t 
really stop himself. Bam, bam, bam. 
Thomas has Noa’s full attention. 
 
THOMAS          
But I would just think about Hasse 
Sjögrens albums with Son House. 
Thomas claps rhythmically, smack, smack, smack. 
 
THOMAS           
I made it disappear. 
Adulthood is imposed upon Noa no more so than when he bares witness to his mother’s 
fatal drug overdose. However, the legacy of this traumatic event is not utilised by the 
story collaborators as Noa’s primary dramatic conflict, but rather a plot device servicing 
Thomas’ transformative journey. From this point on Thomas must learn how to finally 
provide a stable, functional parent/child dynamic that has evaded them both and in 
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doing so, affirms Aakeson’s interest in ‘strategically denying the distinct division 
between adults and children’ (Wilson 2005: 331). What then becomes the overarching 
dislocation and trauma within the geographies of adulthood and childhood? While 
numerous avenues exist through the family triptych of Thomas, Noa and Julie, Aakeson 
responds to the reductive nature of screenwriting by focusing on Thomas to express 
self-actualisation, whilst simultaneously referencing the traumatic experiences of Julie 
and Noa to provide resonance.  
This approach denies the text an overtly melodramatic sensibility by limiting heightened 
emotionality and internal angst to the protagonist, rather than an ensemble of screen 
characters as evidenced more clearly within the Bier/Jensen frame. Similarly, Noa’ s 
persistent gaze directed towards Thomas encourages the expression of dislocation 
(Bachelard 1958: 201) and self-awareness throughout Thomas’s narrative arc.  
 
4.1.1   The Text as Craft: Behavioural Cues, Power Dynamics and the Character 
Gaze as Dramatic Device 
Noa can then be read as an instructive mechanism destabilizing Thomas’ autonomy and 
in doing so accentuates the dependant nature of childhood examined within the drama, 
to service an adult protagonist agenda. In this regard Noa plays the role of a pushback 
character;44 rather than alleviating Thomas’s conflicts he serves as a constant reminder 
of his own failings. Noa’s emotional and practical needs generate dramatic tension that 
forces Thomas to finally re-evaluate his career-led life. The modality of film often 
provides an aesthetic presentation of the child’s gaze as longing, waiting, judging, and 
always watching by way of camera angle. If reaction shots for example are captured 
from an adult protagonist’s point of view the child’s gaze necessarily tilts upwards, 
denoting a submissive position.  
Vallet (cited in Kelleher, 1998: 30) asserts that the child’s gaze on screen renders ‘an 
ontological truth and provides an absolute presence.’ Yet I see this kind of ideological 
approach to representation overly presumptive, where screen imaginings of childhood 
are burdened by an assertion of purity; a naïve yet innocent state of being inevitably 
lost, manipulated or corrupted through transcendence to adulthood. Vallet’s analysis is 																																								 																					
44 Author’s italics.  
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also limited to film as object entity and lacks inquiry into the child’s gaze utilized 
within the screenplay as research document. Lury’s (2008: 308) analysis brings us back 
to the child as one who sees rather than is shown, actively engaging with the world 
around them through an ‘unregulated gaze, timeless and ahistorical…’ Initially 
Aakeson’s text provides numerous references to Noa’s downward or avoiding gaze that 
establish a character imposed upon by the traumas of adult dysfunction and despair. The 
scene excerpt below (p. 51) takes place back at Thomas’s rented manor house after 
daughter Julie has died from a drug overdose. I have highlighted in bold, references to 
Noa’s gaze within the screenplay:  
 
Silence.  
 
Noa looks down at his hands resting in his lap and stays 
like that. Thomas has no idea of what to do, looks at the 
boy’s small neck. 
 
THOMAS     
 You know why your mom had to go to 
that   place –her coke and stuff. 
Thomas nods, Noa doesn’t look up. 
 
THOMAS       
I’ve done coke, lots of coke – it’s 
fantastic. 
Thomas takes a marshmallow from the bowl. 
 
THOMAS       
Coke, amphetamine, crystal meth – 
I’ve done it all. 
 
Noa squeezes his marshmallow. 
 
This last behavioural detail reflects Aakeson’s ability to clearly denote internal anguish 
through character action and provides a visual tension between the pleasurable treat Noa 
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plays with and the profundity of losing his mother in such distressing circumstances. 
Aakeson persistently references Noa’s gaze to establish the changing dynamic between 
Noa and Thomas. The disruptive collision of personal and private realms for Thomas is 
also articulated through Noa’s gaze as the scene excerpt below (from bottom of page 
63) reflects:  
INT/HALL IN MANOR/DAY 
Thomas carries Noa inside and puts him on the couch. He 
calls out. 
THOMAS           
Kate! 
NOA           
Where do I live? 
THOMAS           
Where do you live? 
NOA        
What about my stuff at home? 
Thomas hesitates. Stands with Noa’s shoes in his hand. 
 
NOA         
Are we together? 
Thomas searches for an answer. 
 
NOA           
Where do I live? 
Noa looks right at Thomas. 
 
THOMAS          
I don’t know where you live. 
NOA          
Do I live with you? 
THOMAS               
I don’t know.  
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NOA       
Then where do I live? 
Thomas drops Noa’s shoes on the floor and can’t help 
raising his voice:  
 
THOMAS          
I don’t know anything, okay?! Nothing! 
Silence. Thomas looks down at the boy’s shoes on the floor. 
 
NOA         
Sorry. 
Thomas is unable to answer. Noa gets up, picks up his 
shoes, and walks up the stairs to his room. Thomas watches 
him as he goes. 
 
What this scene delivers is a subtle and momentary power shift between Thomas and 
Noa. In conjunction with a continued questioning from Noa, Aakeson diminishes 
Thomas’s authority through passive verb usage. Thomas hesitates, searches and 
watches. It is Thomas whose gaze shifts downwards, surprised at or remorseful about 
his lack of patience. Analysis of big print language establishes how dramatic 
momentum and engagement between characters is woven into the text and can be 
subsequently utilized within performance and film direction.  
While Vallet (cited in Kelleher, 1998: 30) asserts that this multi-faceted gaze reorients 
the position of spectator and spectacle, one may also assume that the accusatory gaze of 
a child on screen demands a collective accountability from the audience, as implicit 
witness to the inequity or obstacles presented on screen. This is evidenced in the scene 
excerpt below (p. 79) when Thomas decides to return to America and leave Noa at a 
boarding school in Denmark. I have again highlighted references to Noa’s gaze in bold:  
 
INT/KITCHEN IN MANOR/EVENING 
 
Thomas is dressed when Noa comes into the kitchen glancing 
at Thomas to check his mood. Noa spreads peanut butter on a 
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cracker – all sounds that get on Thomas’s nerves.  
 
Noa sits in his windowsill as Thomas broaches the subject. 
 
THOMAS         
You know what a boarding school is? 
Noa doesn’t answer but just looks at Thomas. 
 
THOMAS            
Kate has found a boarding school. 
Silence.  
THOMAS       
I don’t live in this country, I don’t 
belong here. I hate your fucking 
mean-spirited winter and your 
horrible darkness. 
More silence. Noa’s gaze remains steady. 
 
THOMAS            
I’m going home, you’re going to boarding 
school. 
Noa doesn’t answer. 
THOMAS           
Don’t look at me that way. 
Noa doesn’t obey but keeps his staring right at Thomas. 
 
Then Thomas gets up and opens the cupboard with the liquor 
bottles and pulls out two half-full Cognac bottles and puts 
them down on the table. He finds a glass and pours himself 
a solid drink. Noa’s gaze follows him. 
 
THOMAS      
I learned to drink from my dad. But 
I don’t dance. 
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Thomas sits down and looks defiantly at Noa. 
 
THOMAS       
I also don’t sing Swedish songs. I 
guzzle and throw up and kick things 
into pieces and finally I fall over 
in my own piss and shit. Okay? 
Noa’s eyes are empty and without illusions. 
 
THOMAS           
Don’t look at me that way. 
Noa doesn’t give an inch. Thomas stares at the Cognac in 
the glass and then calmly sweeps it off the table.  
It crashes to the floor and he gets up and leaves. 
 
Through Noa’s silent stare, one can see how the child’s gaze can be used as a tool to 
display evolving character arcs and attitudes noticeably here with facial expressions. 
The trajectory of Noa’s gaze moves from passive at the beginning of the screenplay to 
one of resentful defiance when Thomas betrays their bond by seemingly abandoning 
him at a boarding school.  
In regards to Thomas’s character arc, where and how his acceptance of parental 
responsibility takes place in the narrative impacts of the delivery and plausibility of his 
own transformative journey. Thomas’ stubbornness is a key facet of his personality and 
enables Aakeson to play with restrained resignation on Thomas’s behalf, in line with the 
expectation that screenwriters make their characters ‘work’ for personal insight. When 
Noa wets the bed (p. 76) Thomas washes him down and lets him sleep in his own room. 
But the intimate and practical nature of this parental duty proves too much for Thomas. 
He storms into his manager’s bedroom and states that ‘the boy needs to go away’.  
Thomas links Noa to a homeland and history he would rather forget and this directive 
that the boy leave, demonstrates his wish to depersonalize Noa. While childhood may 
return ‘to animate broad sections of adult life’ (Bachelard 1960: 20) it may similarly 
expose inadequacies or a gap in assumed knowledge. In this instance Thomas’ lack of 
parental capacity is laid bare. The decision to send Noa to a boarding school and return 
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to America, revealing a man ‘animated’ by his own self-doubt. This plot trajectory 
would also follow an unreconciled narrative arc often attributed to a bleak Scandinavian 
realism. However, within the space of one scene, Thomas relinquishes his façade of 
indifference.  
The conclusive turning point in the scene below (pp.90–93) appears relatively late in the 
screenplay but the tension between hope and fear this placement creates, presupposes an 
Affective model of storytelling, where ‘the linear narrative is itself subordinate to a 
more important goal, the production of emotion’ (Keating 2006: 4). In this case, the 
child has been used as a device to structure displays of emotion in accordance with the 
protagonist’s transformative arc. However, the symbolic value of the child also 
resonates beyond the text. Noa’s actions impact implicitly on Thomas’ understanding of 
and adherence to the ethics underpinning parenthood, a code that Thomas has 
previously denied or debased. I have again bolded references to the character gaze:  
THOMAS         
Do you want to come with me, Noa? 
And the final argument:  
THOMAS             
I’m your bloody grandfather! 
Thomas tears up and has no more words. Noa looks at Thomas 
who just waits for the boy’s final judgment. 
 
Noa senses the change in Thomas. Then he sniffles. And 
nods. 
 
NOA          
Okay. 
Thomas groans again, struggles with his feelings. 
 
NOA            
I’ll come with you. 
Thomas nods, grateful. He doesn’t dare look at Noa. 
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While some theoretical analysis recognises the child as a figure signifying an ‘intense 
preoccupation about the future of transnational democratic public life,’ (Mackey 2010: 
172) Aakeson situates the drama explicitly within a private inwardly drawn domain, one 
that lacks a greater awareness of other geographies beyond the frame. Accordingly the 
screenplay draws on the child and their redemptive qualities without extending into a 
discursively driven socio-cultural critique of contemporary public life. Similarly, while 
otherness may be healthy for adult-child relationships (Jones 2008: 197) a shared 
knowingness of past transgressions provides transformative reconciliation in the future, 
when wounded past-self skins are shed by adult and child alike. 
As a result, I suggest that the power shift expressed in the scene above is heightened 
because without imaginings of the world at large, the screenplay encourages the reader 
to draw specific attention to the interiority of text and character dynamics within. What 
this scene provides is a climactic reversal; Thomas relinquishes control and allows Noa 
to indulge in declarative statements that validate his own experience. Thomas is 
emotionally exposed; for the first time reliant on Noa to provide him with what they 
both need, the chance to love and be loved again. It is a turning point that Noa controls; 
accept or dismiss his Grandfather’s open heart. Thomas’ downward gaze at the end of 
the scene (highlighted in bold) reflects this climactic sense of stake and humility rarely 
exhibited by Thomas.  
He dare not glance up for fear that Noa may just as quickly change his mind.  
While the child on screen is commonly ‘put in place by adult perceptions and 
prejudices’ (Stewen cited in Olson and Scahill (2012: 206), this moment demonstrates 
the capacity of the child to ‘break rank,’ and set the terms of engagement before the 
normative adult/child boundaries are re-established. After a quick transition scene that 
sees the duo peeing by the side of the road in the Danish countryside, the storyline 
expediently sends them back to America. Mirroring the introduction of the screenplay 
Thomas is backstage at a concert hall preparing to perform. This time, Noa is with him. 
Comfortable in his new surroundings, the boy muses about writing songs until Thomas 
is called to the stage. In the scene excerpt below (pp. 94–5), Aakeson provides another 
simple yet significant transition gesture:  
There’s a knock on the door and a STAGEHAND peaks in. 
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STAGEHAND             
I think they are ready for you, 
Mister John. 
Thomas nods yes, gets up and pulls his jacket down. Looks 
at Noa who’s studying Thomas and nods his approval. 
 
Thomas leaves the dressing room. Noa grabs a couple more 
grapes and follows him. 
 
INT/BACKSTAGE IN LARGE CLUB/EVENING 
 
Thomas and Noa are nearing the entrance to the stage. 
Various STAGEHANDS are working and ready for battle. Thomas 
stops, okay, this is the moment. He looks at Noa, nods. 
 
Thomas turns around and heads into the light. The audience 
screams. 
 
Denoted in bold print, I have drawn attention above to the behavioural acknowledgment 
between the duo firstly through Noa’s approving nod to Thomas as he readies himself to 
go. Just before he heads on stage Thomas turns to Noa and reciprocates the nod. The 
sub-textural value of this exchange is an affirmation of solidarity; both characters are 
OK because they are now together. However fleeting, this transaction holds significant 
dramatic weight, activating childhood as ‘the difference against which adults define 
themselves’ (Spiegal 1998: 110).  
The performance of song echoes the rhythmic pattern of calling and answering 
examined in this thesis as creative process and storyworld system. Through the lyrics 
Thomas also calls out to Noa, asking for understanding and solidarity. Though the end 
of the screenplay details faces in the crowd, the reader is ultimately returned to Thomas. 
Having reconciled his parental responsibilities we end as we began, with a charismatic 
stage performance and a protagonist finally capable of embodying the lyrics he sings. 
Yet the song resonates beyond the stage and audience. Thomas calls for the screenplay 
reader to celebrate in the transformative journey they have borne witness to.  
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INT/STAGE OF LARGE CLUB/EVENING 
 
Thomas waits for the applause to die down. He stands in 
front of a STRING ORCHESTRA and a large BAND. 
 
THOMAS           
Good evening, my name is Thomas John. 
Renewed cheering and as Thomas sings SOMEONE YOU LOVE, the 
music sweeps through the filled-to-the-rafters room – the 
melody, the words, the strings. 
 
We’ve heard pieces of it earlier, now it’s become a  
song and we see the many faces of the audience. 
 
THOMAS      
He came to us in peace To give us 
what we wanted But no more than just 
enough And now we’re on our knees 
Have mercy on these souls We’re here 
to return your love 
Reaching to be found 
Let anyone that trust me 
Be seen and be heard That’s what you 
do 
For someone you love 
Born again for someone you love 
That’s what you do 
For someone you love 
 
We end back on Thomas. 
FADE TO BLACK 
CREDITS. 
 
Aakeson has bookended the film with the same image in order to signify the conclusion 
of Thomas’s transformative arc. His location is ostensibly the same but sense of self 
reactivated now Noa has been incorporated into his life. Bending towards a sense of 
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narrative completion, my own screenplay (explored in Chapter 5) travels along similar 
emotional curves, providing unity between characters and the restoration of a family 
unit. However, the diegetic music incorporated into my screenplay lacks the poetic 
resolution evidenced in Aakeson’s work. The lyrics Thomas sings in the last scene 
remind the reader of the sacrificial yet redemptive nature of parenthood, a role that now 
allows both characters to exist solely within their respective realms of childhood and 
adulthood. This ending reiterates the dramatic utility of children as blank slates upon 
which adults write, or in this case sing, their culture (Spiegal 1998: 111).  
 
4.1.2   Character Transition between the Geographies of Childhood and Adulthood  
As demonstrated in the Bier/Jensen case study films, the intersecting realms of 
childhood and adulthood reinforce an idealization and subsequent disillusionment often 
experienced by children as a dramatic rite of passage.  
When Noa initially meets Thomas, he brings a CD for him to sign, clearly impressed 
with his grandfather’s status as international singer. Noa’s childhood to date has been a 
space of illusions and thwarted expectation. When his mother Julie tells Thomas that 
Noa ‘has no Father,’ the intergenerational experience of absent paternal figures looms 
large. The underlying subtext of her statement is in fact an accusation of betrayal; 
Thomas failed her as a father and as an extension her own son.  
With a backstory that bleeds conspicuously into the text, all three generations continue 
to navigate both realms of childhood and adulthood, attempting to reconcile their 
fractured ontological selves. These blurred boundaries ultimately lead to Julie’s 
fatalistic demise. Unable to sever ties with her own traumatic past she maintains a 
psychology framed by loss. Her mother is absent from the story world and though 
Thomas supports her financially, he cannot or will not provide Julie with the validation 
her inner child requires in order to fully transcend into the adult realm as a self-loving 
independent woman.  
Providing a key source of conflict, this crossover space structures both Thomas and 
Noa’s transformative arc. As Julie’s sole familial companion and witness to her drug 
taking, Noa has been prematurely forced into the adult realm yet tries to reaffirm Julie’s 
worth as a ‘good mother’. When she dies his identity in the world at large is lost; who is 
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he now? Where will he live? What are the rules of engagement with Thomas? In the 
climactic scene at boarding school, Noa’s declaration that Thomas is the worst grown-
up he knows reveals a justified contempt. 
Emotionally stunted and ego-oriented, Thomas has got away with his childish behaviour 
until now. Noa is perhaps the first person to fully hold him accountable. If the precursor 
to dramatic transformation is a shift from want to an acknowledgment of need, one 
could view this confrontation as a final reorientation of roles. While Noa perhaps 
wanted to be his mother’s protector what he needs is parental protection himself. While 
Thomas wants to remain self-indulgent and free from responsibility, what he needs is to 
care for and commit to someone apart from himself.  
Often expressed as ‘a symbolic referent within popular imaginations (Mackey 2010: 
172), this chapter has recognised the complexities involved in cinematic presentations 
of the child. I have drawn attention to the non-normative presentation of childhood as an 
incomplete space of impossibilities. There is as Jones (2008: 200) suggests both ‘a great 
intimacy and interdependency between children’s and adult’s lives, and, at the same 
time, vast distances in knowledges, needs, modes of being and experiences.’ Thomas 
and Noa’s decision to create their own family unit finally positions the duo into distinct 
yet cohesive spaces and familial roles. Despite this restorative return to distinct realms, 
the tactical presentation of diegetic sound within the text offers a crossover space of 
unity between childhood and adulthood, specifically through the performance, 
expression and acceptance of song.  
 
4.2   In-text music: The Transnational Identities of Diegetic Sound  
Using the Bier/Jensen case study narratives as comparative texts, the analysis of En du 
elsker/Someone You Love (2014) in both Chapters 3 and 4 has articulated similar and 
disparate approaches to world building. As in their previous feature film, En familie/A 
Family (2010) the Aakeson/Christensen focus on patriarchal authority and influence 
grounds the story world. However, the spatial tension and inequity between a Global 
South and Global North examined in the Bier/Jensen texts is absent in the 
Aakeson/Christensen story-building template. The world at large appears innocuous; 
referenced only to reiterate Thomas’s long absence from Denmark. As aforementioned 
the location of LA bookends the narrative but is never penetrated beyond the limited 
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gaze of Thomas in his role as performer. However, the socio-political status of America 
never becomes a thematic resonance or stake for Thomas as it does the male 
protagonists in the Bier/Jensen story model.  
The conflict for Thomas is contained at home, and his return to Denmark under the 
guise of recording a new album shifts the story into uncertain domestic territory. In a 
clear divergence, the Aakeson/Christensen storyworld incorporates sound as a meaning 
making system within the frame; promoting an inwardly drawn storyworld opposed to 
the territorial expansiveness exhibited within the Bier/Jensen case studies.  
Located as a ‘language with easier access to the emotions’ (Harper 2004), musical 
compositions of melancholy and malcontent have often been seen as a marker of the 
cinematic melodrama articulated through non-diegetic music layered on top of the 
image, rather than expressions of music referenced within the storyworld. In regards to 
this case study text, diegetic music extends the narrative, elevates the story place and 
time beyond parochial boundaries and concerns. The playing, composing, listening and 
teaching of music cohesively integrates plot, character, theme and structure together and 
ultimately provides a narrative backbone upon which Thomas and Noa’s transformative 
arcs are built.  
Given that musical schemas ‘influence how much viewers like or dislike a character and 
how well they think they know the characters thoughts’ (Hoeckner, Wyatt, Decety and 
Nusbaum 2011: 150), the employment of musical composition as a meditation on 
Thomas’ emotional landscape is also a transglobal communicative device, more so 
given the strategic use of English lyrics rather than Danish. The poetics of loss are also 
mirrored within the lyrical content, exteriorizing grief through song as poetic 
consolation. 
In regards to practitioner process, music was for director Christensen an important entry 
point into the beginnings of a screen idea. However, the development of character was 
significantly shaped by the musical persona songwriter Tina Dickow embodied and 
eventually expressed through her compositions. This approach reiterates Danish screen 
practice as a union of collaborative discourses rather than a hierarchical system 
extending across the spectrum of production. It also points to the interpretive role a 
composer plays in translating the thematic nature of the screen story into musical form.  
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Creative inquiry between producer, director and writer informs many aspects of the 
screen world articulated on the page such as location, subject, theme and 
characterisation. I suggest that this persistent search for the naturally evolving sense of 
story is deeply embedded within the development psyche of many Danish practitioners. 
Above all this open and ongoing interchange between story collaborators is instrumental 
in Denmark’s continued ability to connect to the world through cinematic imaginings. 
Drawing upon the previous chapters’ exploration of key transnationalizing apparatuses 
within Danish screen narratives such as the dislocated self as thematic motif, family as 
subject and personal trauma as transformative device, the critical gaze of this research 
now turns towards my own practice as a screenwriter. The case study practitioners and 
texts that form the basis of this thesis have been highly influential as a reference point 
for my own attempts to transnationalize the text through the abovementioned 
approaches to narrative construction, theme and characterisation.  
I reflect back to the triangularity of perception here, as a means of situating myself 
within and between Denmark, the cultural locale for my screenplay. Chapter five 
reflects on how this lack of proximity provides a distinct Danish screen identity, one 
that seeks to situate itself in a wider transnational context as the three case study texts 
have demonstrated. This results in a screen story less reliant on cultural specificity than 
humanist renderings of character and emotional trajectories with universal appeal.  
Given my geographical distance and foreign status, the dislocated self seemed a fitting 
cinematic trope to embrace. As previously stated in Chapter 3, this figure cannot be 
claimed as particularly Danish. Rather, it is an archetype that has been regularly 
employed by Danish practitioners to engage global audiences.  
While Danish cultural engagement and immersion was limited throughout my script 
development process, the dislocated self as a theoretical reckoning of identity has been 
part of my lived experience (as previously explained in the introduction). This auto-
ethnographic layer fortified screenwriting theory and practice during my own creative 
process. Chapter five responds to the story preferences evidenced within the Danish 
case study texts such as the relationship drama, and a tension between dramatic realms 
linking the local to the global. The writing of and reflecting upon my own screenplay 
employs a discourse and narrative analysis previously used in Chapters 2-4. Drawing 
upon my interviews with Kim Fupz Aakeson and a close reading of my screenplay 
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further establishes the principles and dimensions of practice-led research. In the 
following chapter I ostensibly situate myself as the last case study; a practitioner 
interrogates her own screenplay as research artefact.  
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Chapter 5 The Dislocated Self as Transglobal Identity: Reflection on 
Creative Practice 
Electronic mediation and mass migration mark the world of the present not as 
technically new forces but as ones that seem to impel (and sometimes compel) the work 
of the imagination…  
(Appadurai 1996: 4) 
Though the Bier/Jensen case study films in Chapter 2 have not explicitly reflected upon 
the lived experience of ethnic diasporas, the migrant or refugee experience, Appadurai’s 
‘world of the present,’ as an expression of (im)mobility is reflected at distance. 
Thematically, the protagonist exists as a curative figure amidst global instabilities and 
an ever-present cycle of displacement beyond the frame. However, Bier’s Jewish 
heritage responds through the cinematic prism to past trauma, displacement and the 
uncertainty of tomorrow. The Aakeson/Christensen case study text is less concerned 
with the inequities of globalisation, presenting a conspicuously interiorized storyworld. 
But the increasing irrelevance of the nation state used to situate dramatic place and 
character resonates clearly.  
What binds these storyworlds together is a protagonist preoccupied by a lack of 
connection to self, other and environment. From a screenwriting craft perspective this 
figure coalesces with McKee’s (1999: 215) expression of inter, intra and extra personal 
layers of conflict required to fulfil the narrative’s dramatic potential. However, the 
spatial and ontological unrest exhibited by these characters also resonates with 
Appadurai’s ‘world of the present’ as an existential malaise borne from or exacerbated 
by globalisation. Throughout my research process I engaged with three Danish screen 
narratives and multiple story realms within. What transcends these fictional spaces is 
the transmission of discontent; a contemporary anxiety about spatial positioning and 
shifting identities that underpins a fluctuating global consciousness and disorientation. 
This is the landscape I once again inhabited with my own screenplay. I began to see the 
dimensions of my own storyworld take shape and wondered from a creative perspective, 
how I might both acknowledge but expand upon the case study iterations of 
geographical migration and emotional transcendence as dramatic affect.  
My own psyche has been heavily informed by shifting borders and senses of self both 
constructed and imagined. Born in Guyana to a white mother and black father, I 
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migrated first to America and then Scotland, when my parents divorced. At the age of 
two I ‘returned’ to my mother’s homeland of Australia. For periods of time in my adult 
life I have lived in the UK and Belgium. Though I call Australia home, this is a 
geographically rather than emotionally located sense of place. I connect most to the 
spaces I have inhabited as an outsider looking in; Antwerp, Aarhus, Edinburgh, 
Copenhagen. Places I have resided in but knew I would leave. Strangely, I feel my own 
lived experience mirrors the dislocated self as articulated through the case studies; the 
restless interloper always seeking something out of reach. Somewhere else. At some 
other time.  
This screenplay is an attempt to speak about the dislocated space that my present world 
and self exists within. It is a creative response to the dramatic threads I have drawn 
upon in the work of the Bier/Jensen and Aakeson/Christensen partnerships. My creative 
component also reflects screenwriting as a transglobal exchange of fictional spaces, 
feelings and experiences, one in which expressions of migration and mobility service 
inquiries into humanity at large.  
The old adage that art is never finished but merely abandoned seems fitting given the 
parameters of this project. The written documents referenced in this chapter that expand 
upon my screenplay as creative practice include a one page synopsis, writer’s notes 
(including associated research correspondence) and editorial notes provided by 
screenwriter Kim Fupz Aakeson, whose insight into the nature of Danish screenwriting 
practice has influenced my own research significantly.  In many ways	the 
methodologies that underpin this creative practice reflect my own geographical and 
personal dislocations and more broadly, the seeking/answering dynamic present within 
my research process as a whole. As expressed in the thesis introduction, I reviewed my 
own personal bias and processes by using personal reflection as a tool.  As a freelance 
writer, I am often ‘switching hats’ so to speak, by adopting an editorial position.  
This involved a conscious transition from the creative to the critical Self as I examined 
script components such as character arc, plotting and structure, throughout the drafting 
process. While I aimed to work within a Danish context, the case study texts affirmed 
the importance of emotional resonance, promoting humanistic portrayals of character 
and a plot that unpacks universally accessible character dynamics. Discourse analysis 
also formed part of my process, speaking directly with Kim Fupz Aakeson about the 
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nature of my unfolding story. My development process was also informed by reading 
the transcripts of interviews I undertook with Danish practitioners, their approaches to 
working within a small film nation context and the story sensibilities that afforded 
projects transnational visibility. This process affirmed how advantageous ‘cross-
pollinating’ methodologies can be within practice-led research. The field notes taken 
throughout my trips to Denmark were also an instructive research method that enabled 
me to reflect upon any bias that may have impacted on screenplay authenticity. These 
approaches to research emphasized my personal geographies and how they informed my 
own creative imaginings.  
Accordingly, this chapter reflects my experiences working as a sole screenwriting 
practitioner rather than within the collaborative working group often prioritized in 
Danish screen industries. However, my screenplay A Quiet Companion engages with 
the family unit as primary source of dramatic conflict, commonly utilized in the 
Bier/Jensen and Aakeson/Christensen filmographies. This story focus is an attempt to 
bridge theory and practice by adopting distinct themes and subject matter such as the 
redemptive power of children and the betrayal/forgiveness binary expressed within the 
case study narratives. They are also personal preoccupations; my own filmography is 
largely based on iterations of the parent/child relationship as a fundamental component 
of story world structure and thematic resonance. Tonally, I have sat the drama 
somewhere between melodrama and the relationship drama as a reference to the 
transglobal strategies employed by the aforementioned story partnerships.  
Exploring the creative experience within a scholarly framework has both informed and 
problematized my approach to screenwriting. How for example is ‘the screen’ 
contextualized at this intersection? In regards to both text and process, how can I speak 
to the collaborative nature of Danish script development practice if I work alone? 
Would a scholarly lens impede or enhance the process of writing a screenplay? Given 
my personal set of circumstances, some choices were clear. While my status as a sole 
writer without an attached producer or director made reflection on the collaborative 
nature of script development untenable, I still approached the project with an industrial 
gaze and took instruction from the practitioner interview transcripts (see Appendix A). 
One facet of development expressed by all was the importance of questioning the work. 
As Christensen (2015) notes, a screen story can be enhanced or opened up through a 
flexible, inquiring attitude:  
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Sometimes you make things much more beautiful if you are open to 
thinking ‘ok, maybe just take out that line, or I think you should have 
two more lines, how can we invent more here. 
This willingness to experiment is one I engaged with throughout the development of my 
own script. However, in many respects, interviewing practitioners within their cultural 
locale and transcribing observations into written form provided me with an abstracted 
sense of creative synergy that also facilitated connection to and interrogation of the 
screen story throughout my own development process.  
In regards to narrative construction, another series of questions arose. How for example 
might location, genre and subject impact on marketplace considerations? Could I situate 
my own process within a Danish cultural model rather than an Australian context and if 
so, how well might I be able to imbue the script with a sense of Danishness? In order to 
answer these questions I needed to establish a working framework that might emulate a 
Danish sensibility. Early on I chose to reference key dramatic components from the 
screenplay for En du elsker/ Someone You Love (2014). In the first instance, a character-
driven drama in which the protagonist transitions from emotional isolation to intimacy. 
Secondly, a parent/child dynamic within the plot that would generate conflict and 
provide a redemptive arc.  
More broadly, I considered which transnational components evident across the case 
study narratives I could also incorporate. These included:  
• a plot that utilizes spatial tension between the Global South and Global North.  
• a protagonist whose transformative journey could only be realised through 
commitment to one storyworld locale over another.  
• a white, middle-class, masculinized world-view.  
• the poetics of diegetic music.  
Whether my screenplay is at some point recognized as culturally or creatively viable 
from a Danish production perspective sits outside my realm of analysis. Nonetheless 
this creative practice allowed me to question whether the aforementioned aspects of 
narrative evolve and ultimately unite within my own screenplay as written text.  
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5.1   Eyes on the Page: Situating the Writer’s Gaze  
My process began with a period of self-imposed immersion in Danish Cinema watching 
films and reading a number of Danish screenplays that practitioners had been kind 
enough to provide. This included the screenplays for Haevnen/In a Better World (2012), 
En Kongelig affaere/A Royal Affair (2012) and The Weight of Elephants (2013). A 
screenwriter’s ego writ large on the page can compromise the reader’s engagement with 
the narrative because their attention is caught between the text and the persistent 
presence of a writer unable to sever the creative umbilical cord.  
Granted, the screenwriter must navigate a complicated spatial alignment with the 
screenplay; entering and critically examining the story world require two different 
perspectives on the unfolding drama expressed within the text. However, what persists 
throughout all four screenplays I read is a style unburdened by a conspicuous authorial 
presence. This is not to say that the screenwriter’s voice was absent from the page, but 
there was a restraint at play that diminished any sense of pretence often found in less 
disciplined writing.  
While the limited number of screenplays I had access to did not provide a large enough 
data set to comprehensively analyse the dimensions and sensibilities of Danish 
screenwriting, as examples of contemporary craft practice the texts all demonstrate an 
uncomplicated, cohesive approach to story with evocative descriptive passages and 
nuanced expression of subtext. There were no indulgent or distracting mechanisms that 
‘plugged’ dramatic potholes.  
In other words, the writing demonstrates a commitment to the boundaries of story world 
plausibility and emotional logic in line with the mode of genre utilized. Given this 
exegesis acknowledges the cultural imperative within screen story development, I chose 
to situate my own screen story in Denmark. This is not just about geographic location or 
socio-cultural environs. As part of my working practice I reoriented my conscious mind 
through lived experience and relationships in Denmark all of which I hoped would 
influence my writing sensibility and expression. As a research project I did not view this 
engagement as a commodification of difference. Given the comparable first world status 
of both Denmark and Australia, nor did I view my process as cultural appropriation in 
the form of ‘taking from a subordinate into a dominant culture’ (Ziff and Rao 1997: 5).  
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Rather, I located Denmark as a source culture (Damrosch in Dennison and Lim 2006: 2) 
for my own creative labour, engaging with the production of film culture as ‘something 
continually under construction, something made in time and space, through processes of 
inscription’ (Fortun in Clifford and Marcus eds. 1986: vii). Further, this placement of 
story and engagement with a Danish locale draws me back to Collins’ (2013: 641) 
assertion that through encountering and immersing ones self within cultural products, 
we seek in some form to make it our own.  
Throughout the drafting process I often questioned plausibility, asking Danish 
acquaintances whether relevant scenarios, character inclinations, reactions and 
responses required further justification or revision. Though this informal and often 
fragmented methodology was helpful, I still found myself writing from the outside in. 
How authentic could my process (and product) be if I was largely reliant on anecdotal 
recollections of Danish life and inter-personal relationships? To what degree would this 
impact on the overarching story if aimed at an international audience?  
Interestingly, in the verbal feedback I received from Australian director Nadia Tass 
(2018) she suggested my analytical gaze was present on the page; she felt ‘kept at a 
certain distance’ from both Liv and Tobiko. Tass’ observation provided awareness as to 
the emotional and geographical dislocation at play within the text. She observed a 
distinct crossover from theory to practice, which challenged me to reflect upon my 
intentions, and whether the work was primarily driven by intellectual concerns, or 
emotional engagement. It also made me question which model a Danish industrial 
landscape would be more receptive towards.  
As Christensen (2015) reiterates, the first official draft is often a composite of 
numerous, evolving drafts. The screenplay I have submitted should be read accordingly, 
both as a work in progress and creative experiment in cultural appropriation. The 
purpose of this draft was to engage with Redvall’s (2010) analysis of screenwriting as a 
process of problem finding and problem solving. The following writer’s notes provide 
an analytical space in which to engage with both, for future draft implementation.  
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5.1.1 A Quiet Companion: Writer’s Notes on Location  
Locating the storyworld in Denmark informed my visualisation process; how and where 
I saw the narrative unfold in my mind. Whilst I clearly envisaged the characters moving 
through parts of Copenhagen I have travelled through myself, there is little on the page 
to suggest a cultural or aesthetic imperative. Indeed in the script notes delivered by Kim 
Fupz Aakeson he raises the question, ‘why Denmark’? I soon realised this was a 
multifaceted question.  
Why not produce the film closer to home? Without a clear connection to the country, 
could I justify situating the story world in a landscape I have little access to? What is so 
typically Danish about the characters or narrative? I didn’t see Aakseon’s question as a 
dismissive criticism of the screenplay. I understood this response in line with my own 
intentions as screenwriter, especially given the unusual prospect of a cinematic 
collaboration between Australia and Demark.45  
As an Australian of mixed ethnic heritage, my connection to Denmark is a complex 
entanglement of emotions and personal history. It corresponds to the geography of my 
own childhood coloured by experiences of migration, dislocation and a failure to 
recognise a definitive space as ‘home’. Whilst the attitudes and cultural mores 
expressed within the screenplay may not exclusively define a contemporary Danish 
identity, I am certainly informed by personal experiences with Danish cultural life and 
see this screenplay as an opportunity to expand my capacities as a writer outside of the 
Australian landscape.  
To this end location was also a strategic consideration within my development process. I 
am interested in character-driven dramas and relationship dynamics. In terms of 
Australian national cinema this stylistic approach to screen stories has had limited 
commercial success, despite the presence of practitioners such as the director/writer 
Paul Cox, whose filmic oeuvre was no doubt influenced by his Dutch heritage. Cox’s 
work and that of Rolf De Heer46 – also born in Holland – contextualised what was often 
																																								 																					
45 As yet there is still no formal co-production agreement between Denmark and Australia’s federal 
screen agencies. 
46 It is the earlier work of both filmmakers that resonated with me most as an emerging screenwriter. For 
the work of Paul Cox see Lonely Hearts (1982), Man of Flowers (1983), My First Wife (1984), A 
Womans’ Tale (1991) and Innocence (2000). For Rolf De Heer see Bad Boy Bubby (1993) and The Quiet 
Room (1996) and Dance me to my Song (1998).  
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viewed as a European sensibility through an introspective, restrained approach to the 
creation of storyworlds and the portrayal of characters through a social realism lens, less 
celebrated in Australian cinema. My own sensibility has been greatly informed by their 
work and it seemed more likely I might find a producer in a film nation such as 
Denmark where this kind of aesthetic and application of genre is engaged with more 
readily.  
Rather than questioning Denmark as locale, what might be useful for further drafts is 
reorienting questions towards more practical concerns; is there a relatable quality to 
character and familiarity of storyworld that justifies the Danish location? But equally, is 
the subject matter and theme such as family is who and what you make it accessible 
enough to straddle both domestic and international marketplaces? This official draft is 
the right place to ask rather than answer these questions and I hope that subsequent 
stages of scripting will deliver more definitive answers.  
I pause briefly to restate the complex interplay between scholarly expectations of 
finality and a creative undertaking in perpetual motion. As referenced in Chapter 1, the 
ontology of the screenplay is often engaged with through a revisionist discourse on its 
status/value as both text and process. My aim here is not to be further consumed by 
contention but to qualify the nature of my creative work; how I play with the function of 
the screenplay as research text and filmmaking template. The assertion that ‘any 
definition of the screenplay must be comprehensive enough to encompass the variety of 
existing works’ (Horne 1992: 52), celebrates the possibility of story and the forms in 
which they are expressed, examined and interpreted.  
 
5.1.2 Character: Purpose and Position in the Storyworld 
Given my own storytelling oeuvre is largely defined by the psycho-dynamics of 
parent/child relationships, I forced my protagonists to engage with both roles through 
relationships with other characters. In line with the New Danish Screen ethos 
encouraging practitioners to move beyond past practices, and my own desire for more 
ethnically inclusive screen stories I made a conscious decision to explore the drama 
through a more diverse presentation of class and ethnicity rather than the white, middle-
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class male protagonist who so commonly stands as dramatic gatekeeper within Danish 
contemporary cinema.  
I was mindful of grounding the project with a recognisable name, so made my primary 
protagonist a white female knowing there are a number of International Danish actors 
(Trine Dyrholm or Sidse Babett Knudsen) who could hypothetically be used as a 
marketing tool to attract a transglobal audience. I also wanted the screen world to feel 
familiar to a widespread Danish audience and began thinking about a couple whose 
stable middle-class life is fractured by infidelity. This decision was informed by 
Aakeson’s (2015) view that Danish cinema often reflects the flatly structured, middle 
class spread throughout society.  
My storyline then diverges away from this social structure into other realities less 
commonly expressed on Danish screens, namely the presence of non-Danish nationals 
from culturally dissimilar backgrounds. While my approach speaks more to the 
contemporary global issue of migration – across and within borders – it is also a 
reference to my own geographic unsettledness, and a gaze that continues to seek out 
other spaces to inhabit. I am speaking to a cinematic sense of place through the lens of 
my own migratory experiences. Accordingly, while the migrant may at some stage 
reconcile the foreignness of place, they must still reconcile losing a ‘concise language of 
familiarity and shared memory, the ability to evoke worlds of associations…’ (El-Zein 
2002: 230). In many respects, Tobiko and Liv’s shared desire is to inhabit a space 
without such associations, to seek intimacy through shared isolation.  
The character of Tobiko also reflects my peripheral position as screenwriter; looking 
into the story world from the outside provides an ontological dislocation commonly 
expressed in the Bier/Jensen case study films, where a character transitions between two 
different spatial locales until a commitment to one over the other is made, completing 
the transformative journey. This transient status is also expressed through Liv’s 
disconnect from her environs. While she never leaves Denmark, her mind inhabits a 
fictional space in which the world at large is accessed through hallucinations of her 
African foster children, or immersion in Japanese cultural practises. In this way Liv’s 
lack of connection to her surrounds reiterates a restlessness that stimulates the 
dislocated-self motif. 
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I was keen to avoid portraying protagonist Liv as a victim or beholden to Gert’s 
betrayal, so her rather muted demeanour was a deliberate attempt to avoid prescriptive 
presentations of a woman held hostage by the actions of others. Liv manages to 
reconcile her pain; she will not be defined by her husband’s infidelity. This is a response 
to the more emotionally reactive presentation of women in the Bier/Jensen model who 
are indeed at the mercy of their male partner’s decisions or in the case of En du 
elsker/Someone You Love (2014) bound to a fatalistic demise because of an absent and 
dysfunctional father.  
Liv is calm and pragmatic; ‘releasing’ Gert from his marital obligations and sending 
him off on the holiday they were supposed to take together. The intention was to 
provide her narrative arc with an adequately complicated position to travel from. The 
overarching dramatic conflict for Liv is confronting her trauma and dislocated sense of 
self. Though damage like this cannot be plausibly reconciled within the story timeline I 
was keen to see if Liv’s wounds could at least be fully exposed and through this allow a 
healing process to begin that may also include Gert, despite previous transgressions.  
Regarding Tobiko, I was also interested in presenting a character incapable of 
expressing inner turmoil. Theoretically Liv and Tobiko would create their own space in 
which to articulate fears and subsequently confront what lay waiting for them back at 
home. Tobiko is really a dramatic device in as much as his presence provides Liv with 
the comfort and distraction of a stranger. He alleviates, rather than agitates conflict. I 
also wanted to make sure he wasn’t mechanical in nature and had his own sense of 
conflict to work through, hence impending fatherhood and a complicated romantic 
scenario.  
Having dual protagonists presents a structural challenge given the story focus tends to 
sway back and forth between each of their own storylines, especially in Act 3. I thought 
it was important for Tobiko to return to Japan and in doing so, echo the Bier/Jensen 
model where a male character must navigate two different spatial realms. In this regard 
Tobiko travels home with dual purposes; to bury his father and come clean with his 
fiancée. By acknowledging his betrayal, Tobiko commits to becoming a father and 
Denmark as story location. 
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5.1.3 Plot: The Structure and Substance of Character Desire  
From the very opening scene I wanted to reference two specific story strands inspired 
by the Danish case study narratives. Firstly, a protagonist with a well guarded secret and 
secondly an exploration of parent/child relationships. The application of voiceover is 
not something commonly used in Danish cinema, but I wanted to express Liv’s 
preoccupation with the idea of a family unit, and being a maternal figure despite having 
no biological children of her own. These two elements and her reoccurring nightmares 
also suggest Liv is bound to an unreconciled past. Engaging with characters from a 
Global South is, however, easier for her to emotionally engage with. By sponsoring 
children, Liv wants to create a better future (if not directly for herself) rather than 
confront a disruptive past. Alleviating first world guilt in this way, intimates a spatial 
tension between story realms commonly expressed in the case study narratives.  
Similarly, A Quiet Companion reiterates the subject of family throughout a number of 
character relationships; Liv and her foster children, mother and husband. This is also 
examined through Tobiko’s relationship with his father, conflicting commitment to his 
fiancé, and thirdly the mother of his unborn child. The intersecting lives of Tobiko and 
Liv would hopefully provide a sense of conflict regulated by betrayal, legacy, 
forgiveness, and faith. Both Tobiko and Liv’s lives are full of imposed and self-
perpetuated drama. They become each others’ escape mechanism and in doing so, 
embody the script’s working title.  
The introduction to protagonists establishes a sense of contrasting realities; Liv writing 
to and reflecting on her sponsor children and Tobiko as a figure of solitude in the 
Laundromat, headphones on with a preoccupied gaze that isolates him even more. From 
an ontological perspective Tobiko is once present, yet unavailable. Liv’s thoughtful 
gaze reflects a preoccupation with the future and the act of waiting as existential 
meditation. Modernity as Rundell (cited in Hage 2009: 1) asserts and its reflection of 
‘… temporal horizons, entails that waiting for the future has multiple, clashing and even 
overlapping effects, affects and modalities. ’ In waiting for the future Tobiko and Liv 
hope that their past and present day conflicts will somehow cease to exist. This space of 
being and longing finally merges into a sense of be-longing and a more defined 
relationship to geographical place.  
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I wanted to create two unlikely characters who only intersect through chance. What 
might follow? This directive can also be seen as a Bier/Jensen methodology where an 
unexpected event shatters the characters’ stability within the story world. For Liv this is 
the realisation that Gert has been having an affair; a betrayal not only of their marriage 
but a common ideal that much of Liv’s identity hinges on. Through this event Tobiko 
and Liv begin to understand the expectations and impositions of family.  
I’d change the line on page 10 (sc. 23) in regards to Liv paying Tobiko back for the 
ride; it’s too mechanical a set-up. Perhaps in deference to an older woman Tobiko 
would offer his number, worried about her state of mind or vulnerability. Does the 
karaoke machine in the taxi distract or contribute to the development of the 
relationship? At present I’m not sure if it fits the world from a tonal point of view. It 
may also be construed as a reductive, stereotypical approach to visualising Japanese 
culture. While I use karaoke throughout as an image system expressing the migrant’s 
‘need to build a cultural and emotional home’ (El-Zein in Hage (ed.) 2002: 229), it is 
also a tool for subtext. Tobiko throwing the karaoke machine in the bin and telling the 
teenager that ‘it doesn’t work anymore’ (page 82, sc. 161) reveals his fractured identity; 
a rare expression of frustration after being rejected by Sara and suspended from driving 
his taxi.  
In response to Gert’s infidelity, Liv becomes less rigid and rule bound; she smokes pot, 
forms a relationship with Tobiko and finally lets go of her happy façade (page 30, sc. 
59). This intertwines with Tobiko’s own unravelling as he admits cheating on his fiancé. 
However, I’m unsure about him contemplating suicide  (page 32, sc. 66). Is this really 
in keeping with his character? Does it shift the tone into comic territory and if so, does it 
alleviate or agitate the overarching dramatic sensibility? I’d need to either commit to his 
suicidal frame of mind and push it further or lose it in the next draft. Life and death is a 
good stake to mine, but ambivalence drags the drama down.  
I’m also not sure about visualising Liv’s drug altered state and subsequent 
hallucinations of her sponsor children. This approach deviates from a Danish realism 
that does not subscribe to momentary illusion through dream/fantasy sequences or 
manipulation of time through flashback/forward. I really wanted to play with a female 
character that was spontaneous in a way men are often afforded on screen, as a means of 
narrative ownership. Men do, rather than explain. They are often allowed to be 
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audacious, provocative, unexpected and contradictory as part of a masculinized agency 
over their own lives that female screen characters in the case study narratives lack.  
Driving the taxi is a tool that permits Liv to seek vengeance for past transgressions. I 
wanted her to be a contradictory yet plausible character. Would it work better if 
foreshadowed through the library storytelling device? If for example she told the 
children a fable about revenge? The main question I struggle with in this regard is 
whether a reader would suspend disbelief and ‘go’ with Liv’s storyline as vigilante. 
Yes, it’s highly improbable, but does it work once the reader understands her motives?  
I also wonder if there is enough screen time devoted to Liv’s recognition and 
reconciliation of the past. She engages with her conflict through the taxi driving 
sequences then embraces her anger at the police for failing to find her attacker. At 
home, Liv then expresses her resentment at Gert for having had an affair. Finally she 
sits in the car with Gert (page74, sc.144) and releases herself from the secret of what 
really happened. But I still think a component of her identity needs to be at stake – a 
goal or desire that provides her with dramatic transcendence to greater self-awareness.  
 
5.2   The Dislocated Self as Global Motif: Speaking to the World Outside the 
Frame 
With varied renderings of a fractured storyworld space and the disappearance of place 
as a marker of identity, the Bier/Jensen oeuvre encourages the viewer to revise 
connections to and conceptions of homelands. This problematic negotiation is 
evidenced in both case study films through the male sojourner and his residential 
migration between countries. Dramatic tension between place and personhood is echoed 
in my own screenplay, specifically considered in relation to Tobiko’s story arc. Tobiko 
is torn between two realms. Japan represents a return to the past where a former life still 
awaits. Conversely Denmark presents an investment in the future: new roles, 
relationships and responsibilities. He seeks himself out in both spaces but never quite 
connects. With multiple ethnic and cultural reference points, my own position in the 
world has also been disseminated into a heritage of conversion and amalgamation.  
My screenplay has tried to speak to this legacy, one that also corresponds to an 
increasingly transnational population of (im)migrant communities or the lived 
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experiences that incorporate identity into multiple environs. Perhaps we all utilise this 
contemporary transience to avoid commitment to place and personhood as Tobiko has 
done. But the dislocated self is a motif I have used not only to bridge my work with the 
case studies but to widen the discourse on the Self as rendered through cinema, one 
where ‘moving images meet deterritorialized viewers’ (Appadurai 1996: 4). 
In regards to the use of genre, powerful and distinct schemas such as melodrama do not 
just project emotional states of mind onto the character but also influence ‘how viewers 
relate to that character’ (Hoeckner, Wyatt, Decety and Nusbaum 2011: 150). However, 
the screenwriter’s intentions or motivations are also illuminated through modalities of 
genre as story sensibility. While the Bier/Jensen case study films examined in this thesis 
present personal trauma as a mechanism for character conflict, their approach to 
aesthetic design does not incorporate devices such as the flashback or hallucination to 
visualise the effects or persistence of the suffering in question (Kaplan 2001: 204). 
What the Bier/Jensen partnership arguably attempt to provide their audience with is less 
an experience of history, than an enduring sense of empathy.  
These considerations reflect an ongoing awareness of genre as a strategic marker for 
international visibility through presentations of the human condition marked by loss but 
also resilience. I also attempted to follow this narrative sensibility and provide my 
screenplay with transnational relevance, encouraging the reader to sit with the 
contradictions of human behaviour. Rather than providing a punitive pathway to 
redemption, transformation is revealed through paradoxical complexities. Liv craves 
intimacy but only seeks it out in a stranger. Tobiko commits to Liv’s unexpected 
presence in his life, but not to the mother of his unborn child or fiancé. However, their 
relationship with one another becomes increasingly therapeutic. Similarly, Liv inhabits 
the cultural psyche of Bier, one where past catastrophes linger in the rear view mirror 
throughout her onward journey.  
Visual motifs were employed to commune with a transnational audience through 
metaphor. I reference birds initially through Liv’s egg collection as an image system 
expressing the cycle of life. When the bird flies into the library window (page 6, sc. 13), 
Liv’s investment in this natural order of life is broken, quite literally. It’s a moment of 
agitation that forces the reader to question the authenticity of Liv’s perfectly quaint, 
harmonious life. The image system of birds provides unity between characters. Tobiko’s 
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father for example makes the bird call with his hands. A similar gesture is replicated by 
Tobiko (page 77, sc.149) when he expresses paternal compassion for a little girl in 
Tokyo, before becoming a father himself. This was conceived to highlight the 
parent/child binary present in all of us. I also exploit nature as an image system to 
reference time passing, such as the tree that is finally planted in the garden (page 85, sc. 
173) after Liv notes an absence of trees in the beginning of the story.  
Liv’s occupation as a librarian is also important. The repeated image of her telling 
children a story works on a number of levels. It reinforces the thematic importance of 
owning your own story. Liv’s desire to write as well as read children’s books is also 
used as an expression of frustrated desire. Through her relationship with Tobiko she is 
given the material and courage needed to write her first book. Tobiko too, talks about 
the absence of his own story, hoping one day to find his own. His father, riddled with 
dementia, falls into old memories and stories from the past. In this sense the therapeutic 
nature of storytelling is interwoven throughout multi-generational character 
relationships. Also at play is the idea that people can rewrite or revise their life stories, 
that ‘bad things happen to good people’ and we must engage with these misfortunes in 
order to re-evaluate the personal narrative.  
 
5.2.1 Comparative Textual Analysis 
Though an English-language translation leaves me one step removed from Aakeson’s 
original text, there are craft-based elements one can examine between screenplays to 
elaborate upon the idea of global scriptwriting. What expressions or weighting of craft 
elements for example, transcend cultural practices? What commonalities extend the 
works beyond a domestic framework? I contextualise this analysis using Aronson’s 
(2001: 30) nine-point structure plan, primarily because it enables analysis of both 
similarities and distinctions and in doing so, opens up a discussion on the screenwriter’s 
voice and dramatic intentions.  
1. Normality 
How has the screenwriter established the storyworld as it exists before any inciting 
incident propels the narrative forward? Below I have written out the first scene from my 
screenplay and Aakeson’s, to measure initial immersion:  
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1. INT. LIV’S BEDROOM DAY   
In the dark, a body tosses and turns wrestling with a 
bad dream. Startled out of the nightmare LIV (50), 
takes a moment to centre herself. Once youthful 
features have been hardened by a persistent anxiety.   
CUT TO: Liv carefully pulls back the underlining of a 
curtain hem and adds a folded $20 dollar note to a 
large wad of cash hidden inside. She breathes a quiet 
sigh of relief.   
LIV (V.O.) I forgot to thank you for the   wonderful 
letter you last wrote to me.   
CUT TO:  
Still in the dark, Liv methodically pulls on a 
tracksuit.   
 
What can the reader take from this entry point? The space is dark but also within the 
character’s dreamscape. Presenting a hidden figure in this way alongside a visual 
grammar that references anxiety, establishes Liv’s apprehensive sensibility and a 
dualism that Liv struggles with throughout the story. In her sleeping life there is 
unresolved conflict, which she omits within her waking life. There’s a tension between 
the conscious and subconscious. The strange ritual of stashing money in the curtain 
provides catharsis for Liv.  
It also introduces the voiceover as a dramatic device providing interiority to character; 
an intimacy not afforded the reader in Aakeson’s text. Liv’s letter writing is a thoughtful 
practice, one that references her deep seated need to connect, but there’s also the 
suggestion of pretence; is this sincerity or false courtesy? She plays a public role, as 
does Thomas in the opening scene of En du elsker/Someone You Love (2014) below.  
INT/BACKSTAGE IN A CLUB/EVENING 
 
We follow THOMAS, 48, and Swedish, wearing a suit, making 
his way from backstage to the stage. Through long winding 
hallways he continues with determination through the 
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labyrinth. He passes various STAGEHANDS, and MUSICIANS. The 
atmosphere is excited and hectic. 
 
An ASSISTANT stands ready by the entrance to the stage with 
a beautiful black guitar. Thomas straps it over his 
shoulder. In a rack more guitars stand ready for his use.  
 
Thomas nods, the musicians enter the stage and we hear the 
applause. Thomas waits a moment, tests his guitar pick, and 
then walks into the light as the audience screams louder. 
 
THOMAS          
Good evening. My name is Thomas John. 
More applause. Fade to dark. Music, credits. 
 
An interesting point of distinction between these opening scenes is the use of visual 
grammar to situate the characters within the screen world. I have implicitly referenced 
Liv’s troubled sense of self, taking a ‘moment to centre herself, ’ as she grapples with a 
disturbing dream. I have promoted a sense of unease in this scene, whereas Aakeson 
references Thomas through his relationship to the story space, rather than self. He walks 
‘with determination’ through a long corridor, commands the stage and draws attention 
to himself. Thomas is positioned in the world, whereas Liv’s place and role is less clear. 
The use of secondary characters to ground the protagonist is however, evident within 
both screenplays. Liv is domesticated through her husband and mother, and Thomas 
initially led through his own story by producer, manager and housemaid.  
2. Disturbance  
As an inciting incident, the death of Thomas’ daughter seems fairly evident within 
Aakeson’s screenplay; an event that forces Thomas to engage with what he is least 
capable of; interpersonal relationships. However, from a structural point of view this 
seems far too late, on page 47 of the script. One might then suggest that the initial 
disturbance is in fact on page 20 when Julie asks Thomas to look after Noa while she 
attends rehab. This is the first negotiation Thomas must make in regards to the needs of 
others. While a surprise, this disturbance has been layered into the text through Julie’s 
history of drugs and sense of entitlement. The disturbing incident in my screenplay is 
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Gert’s affair. Both protagonists have been betrayed by family members shifting the 
boundaries of expectation and commitment. The car accident (page 9, sc. 20) actualizes 
Liv’s emotional rupture and provides a clear tonal shift in the narrative.  
3. Protagonist  
As a transnationalizing strategy, Aakeson reinstates the white male protagonist as 
dramatic navigator. The charismatic persona Thomas inhabits leans into an archetypical 
presentation of arrogant but alluring masculinity. He is promoted as an international 
singer, located in LA. Thomas seeks notoriety and a visible presence outside of a 
Danish context. My protagonist Liv is far less assuming; the dimensions of her life are 
localised, extending to the children’s section of the local library and retirement home 
where her mother lives. In this way, her ego is less reliant on external gratification than 
Thomas,’ grounded largely in his world through an inflated sense of self. Liv has 
devoted her life to the idea of family and nurturing others, in direct contrast to Thomas 
and his constant need for assistance.  
While all main characters initially refuse to engage with personal trauma and the nature 
of their fractured identities, each screenplay provides a divergent presentation of the 
dislocated self as thematic motif. Thomas, Liv and Tobiko are bound by a movement-
stasis binary. Expressions of banishment, escape or release confirm the dramatic 
juncture between regression and transformation as they finally confront their own 
failings. Social identities and selfhood can therefore be seen as important markers of 
transnationalism and territorial disconnect within the screenplays. As a means to 
connect theory with practice, I have also modelled Liv on Bier’s crisis driven approach 
to premise; it's not the affair that Liv must ultimately reconcile but the legacy of a 
violent attack years before.  
4. Plan  
Liv’s response is to separate herself even further from Gert, aligning emotionally with 
Tobiko. The dissociation she displays in regards to the attack is amplified within the 
safe space that Tobiko provides. Equally disconnected from his personal trauma and 
responsibilities, Tobiko complies with Liv’s maternal instinct, responding to her need 
for intimacy. The couple are willingly held in a self-generated holding pattern. 
Conversely, Thomas denies the sudden arrival of Noa in his world and in doing so 
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remains a reactive rather than proactive protagonist. Aakeson and I have created 
dissimilar scenarios in which the characters are resistant to change or self-inquiry. 
However, the transnational orientation remains similar, in that the protagonists’ 
emotional journey curves towards a positive sense of completion.  
5. Surprise  
One could situate the surprise as an initial step towards the protagonist’s transformative 
arc. Though I did not set out to write a structure in parallel with Aakeson’s, I can see 
similarities in this regard. Aakeson has delivered a deus ex machina or sorts with Julie’s 
death, forcing Thomas back into a paternal role that compromises his autonomy. The 
sequence in my screenplay (from page 28, sc. 58) leads to the revelation that Gert has in 
fact gone on their anniversary trip without her. At this point Liv lets her façade of calm 
indifference go. At the same time Tobiko (page 30, sc. 60) attempts to tell his fiancé 
that he has slept with someone else. This admission literally falls on deaf ears.  
Tobiko and Liv both run out into the breaking storm, a symbolic motif of their 
emotional rupture. The poetics involved in this sequence reflect Warhol’s (2003) climax 
and undertow sequence of emotional intensities from reaction to retreat. It also binds the 
characters together as they separate themselves from the rest of the storyworld, 
retreating to Liv’s beach house where a process of reconciliation begins for both of 
them.  
6. Obstacle  
Given a dramatic premise organises ‘plot, protagonist and problem according to a clear 
vision’ (Dethridge 2003: 124) the nature and placement of conflict must equally service 
the overarching story objective. While my own screenplay and Aakeson’s follow 
characters as they confront personal trauma, the paths they travel diverge primarily 
because of opposing frustrated desires. Thomas is a lone wolf, uninterested in sustained 
and meaningful relationships with his family. Thomas’ reticence is mirrored in Tobiko’s 
unwillingness to accept paternal responsibility. Liv on the other hand embraces the idea 
of family even though she does not have biological children of her own. She searches 
for a sense of self through her connection to others. Her role as children’s librarian 
reiterates this maternalistic drive.  
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Accordingly, obstacles for all characters are informed by personal trajectories towards 
or away from an intimacy associated with the family unit. Tobiko and Liv’s obstacles 
become entwined when Tobiko’s father dies, forcing them both to return to their 
individual conflicts back home; Liv must finally deal with the fallout from her attack 
years previously and the status of her relationship with Gert. Tobiko must tell his fiancé 
about imminent fatherhood and respond one way or another, to the baby’s mother. 
7. Complications 
For all characters involved, transformative paths are obstructed by a sustained 
susceptibility to delusion and illusion. Thomas stubbornly refuses to invest in Noa, 
outsourcing care to his management team. Regardless, Noa penetrates his façade. 
Relinquishing control and responding to the boys’ needs is fraught with complications 
for Thomas. Liv navigates a more dangerous path, actively putting herself in danger as 
she assumes the role of vigilante. Tobiko deals with a reckoning of socio-cultural 
identity when he returns to Japan to bury his father. What connects the two screenplays 
is the characters’ dissociative state of mind locating personal trauma as an ever-present 
complication.  
How are any of the characters truly invested in their environs? Denmark has not been 
home to Thomas for years. It is rather, presented as a problematic means to a creative 
end. Liv quickly immerses herself within a (fantasy) world of Japanese culture and 
custom in order to escape from her domestic locale now tainted by unreconciled 
transgressions. Tobiko is also hiding out, willingly shifting from his apartment to Liv’s 
beach house. In Japan he inhabits the space with a sense of reservation and regret. 
Another connection point between the texts is the way in which characters lose 
themselves in music as a remedial opiate. In order to escape from pain, they surrender to 
the sensory relief and release that listening to and playing music provides.  
In doing so, they engage with a lost sense of self through the presence of another 
fractured identity. Thomas ‘finds’ Noa through this musical prism just as Liv finds 
Tobiko. This way of seeing the self through another, reinforces the redemptive power of 
music, one that traverses structural complications within the plot. For example, on page 
20 of Front Seat Karaoke, Liv is displaced. She needs time to find and process her 
thoughts so she asks Tobiko to drive her around the city.  
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It is at this point that the presence of the karaoke machine is first noted. What follows is 
an ironic contrast between the exaggerated heartache of the song she sings along to, and 
her own internalised anguish. But in this moment, through someone else’s song, she 
allows herself to inhabit a space of sorrow. Thomas also steps into this sorrowful space; 
perhaps with a deeper connection given he creates the lyrics of lament himself.  
8.–9. Climax and Resolution  
From a structural point of view the climax in my screenplay is problematic. One could 
argue that the highest point of dramatic action comes when Liv finally connects with her 
past trauma (page 67, sc. 135) and responds with misplaced anger. This presents a 
moment of emotional honesty that ultimately reveals details about the attack, which in 
turn leads her back to Gert. From this moment on, Liv’s dislocation from self and story 
world is both clarified and redeemed.  
By facing her past she is ‘rewarded’ dramatically, through a storyline in which she can 
reconnect to herself and others. What follows is a similarly healing path for Tobiko who 
finally confronts his loss and betrayal by weeping openly (page 79, sc. 153). This is a 
cathartic release for Tobiko who is then able to face the future and all that is to come.  
However, I also acknowledge that the resolution at present is protracted. The plot is 
laboured through too many beats on the page, slowing the pace down. While Liv finally 
agrees to give her marriage another try, Tobiko’s relationship with Sara is still 
unreconciled. Her labour is complicated and presents a new conflict late in the story. 
We then jump 6 months ahead and find that Liv has finally written a children’s book 
and Tobiko has embraced his role as a single father. Characters have reconciled their 
former wounded selves, embracing their creative/paternal capacities and in doing so, 
separate the past from the present. The last scene brings all the main players together in 
a celebratory manner. This echoes a similar approach to narrative resolution in 
Aakeson’s screenplay, where Thomas returns ‘home’ to L.A but with Noa in tow. Both 
screenplays bookend the story with repeated locations. The place is the same, but the 
dramatic space is altered through a transformative presentation of character.  
This structural analysis demonstrates the creative ways in which I have both referenced 
and diverged from Aakeson’s case study narrative in regards to the expression of the 
dislocated self as thematic motif and interpretations of the parent/child bond. I have 
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leaned more conspicuously into the film techniques associated with melodrama such as 
image repetition (Liv awakening from a nightmare, the unmeasured presence of birds) 
and hallucinations. While I locate trauma in a storyworld past, the resolution does not 
provide a ‘cure’ (Kaplan 2001: 204) as such. Liv’s perpetrator remains unknown and we 
leave her as she begins therapy. However, a personal reckoning with the past repositions 
the trauma within present day life. Another element from Aakeson’s screenplay echoed 
in my own is the expression of diegetic music within the text, one that communicates 
the effects of personal trauma both symbolically and structurally.  
 
5.2.2 Sourcing Sorrow and Healing: Diegetic Sound and the Transformative 
Journey  
Diegetic music in Aakeson’s screenplay expresses sound as a strategic mechanism to 
transnationalize the text. While film subtitles provide access to the words spoken on 
screen, music is commonly accessed through a distinctly individualised process. One 
need not speak the language to understand poetic sentiment. One may find solace 
through musical style, interpretation and delivery. In regards to Aakeson’s screenplay 
the tone and lyrical quality within the English language compositions of lament and loss 
sing the story to a transnational audience and also remedy the potential barriers, that 
Danish language films face with distribution outside the Nordic region.  
Song has also been used to add depth to character, softening Thomas and providing an 
insight into his inner emotional landscape. Indeed film music creates more than 
antecedents for an experience of empathy (Hoeckner, Wyatt, Decety and Nusbaum 
2011: 146); it grounds the protagonist in the story world. While Thomas remains aloof 
and hostile, the composing and playing of music suggests that creation is a redemptive 
force. Most of the plot is also situated around the presence of diegetic music linking one 
scene to the next, providing respite within and rigour to the unfolding drama.  
Certainly the expression of diegetic music within my own screenplay has been used to 
service the dislocated-self motif, but as expressed in Aakeson’s screenplay is also a 
therapeutic agent of change. The karaoke machine in Tobiko’s taxi is part of an image 
system sustaining Liv’s desire to disappear out of her own life and reimagine herself in 
130 
 
Danish Screenwriting Practices Cath Moore 
another reality, if only fleetingly. At first Liv rejects Tobiko’s strange offering (page 20, 
sc. 43) but soon finds herself lost within the song:  
43. INT./EXT. TAXI/ROAD NIGHT   
Montage. 
Liv sings self-consciously to a cheesy karaoke song.   
She stares out the window at the passing nightlife, 
full of people, colour and lights.   
The further she travels the more at ease she becomes, 
lost in the cliched lyrics of heartache and sorrow.   
 
Liv can express someone else’s words of sorrow more easily than her own. This 
investment in song echoes Thomas’ musical persona and the emotional authenticity he 
is unwilling to embrace in his own life. Within the text, diegetic music is also used to 
clarify time and place (Richards 2013), when Tobiko returns to Japan. Drunk, he tries to 
lose himself in the practice of karaoke as a public performance, but draws negative 
attention. He remains in a state of dislocation despite being ‘home.’ Tobiko is confused 
about his identity (page 71, sc.138) and position in the world at large. The sequence as a 
whole (scenes 138–41) and the combination of diegetic music within a soundscape of an 
upbeat club reflects a sense of character ‘found lost in the midst of their isolation and 
distraction as the carnival plays on without them’ (Redmond 2015).  
The sequence ends with an underscored scene relaying an image reversal. This time it is 
Tobiko who sits in the back of the taxi watching as the city lights pass by, rendering 
Tobiko and Liv together alone in their melancholy. While music ‘interacts in dynamic 
and probably irreproducible ways within the complex ecology of any film scene’ (Tan 
2013), it is also an important element within the structural fabric of my screenplay; a 
coalescing agent that draws both meaning and feeling out of the text. I have also used 
the birdcall as part of a diegetic sound system reflecting the child/parent binary that 
shifts throughout our personal timelines. Tobiko’s father (page 4, sc. 11) falls back to 
old memories of his son’s childhood and makes a bird call. This sound system is 
repeated (page 77, sc. 149) when Tobiko sits with the small girl outside the apartment 
block. He endears himself to the child through play. Implicit in this transaction is the 
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idea that Tobiko may also be capable and willing to play the role of father, now that his 
own has died. It should be said that this auditory reference corresponds to the visual 
motif of birds that reflects Liv’s own conflict with the child/parent binary. In 
conjunction with the cycle of life as visual metaphor, the collection of eggshells as an 
image system reflects the fragility of Liv’s mental health.  
Another thematic layer can be seen when Tobiko’s baby screams for the first time (page 
85, sc. 172). It answers Liv’s last line in the previous scene, ‘I don’t think I can hold my 
breath any longer,’ but also affirms the idea that children provide renewal, and life 
continues unabated. Tobiko’s first interaction with his daughter is offered through song, 
not words. And his decision to sing to her in Japanese reiterates a sense of legacy that 
Tobiko has embraced. In this way, song affirms his transformative journey. Through 
fatherhood, Tobiko has found a storyworld place, purpose and sense of narrative 
completion.  
 
5.3 Future Directions and the ‘What if’ Game  
Reflecting on my responses to the editorial feedback from Kim Fupz Aakeson (provided 
in Appendix B), where would the screenplay be taken in future drafts? From a holistic 
point of view I think there’s too much time spent on the philosophical; exposition and 
character’s worldview are expressed through weighty, poignant dialogue exchanges. I’d 
like to see this a little more nuanced. There’s a realness within the case study narratives 
that imbues their respective stories with a sense of dramatic authenticity. I’m striving 
for this especially within character interactions. 
In response to a comment Kim made about the predictability of middle class Danish 
screen content, I would also play with the socio-economic status of the characters. 
Certainly Kim’s observation is evident across the Danish film and TV spectrum and is 
also quite a conspicuous feature of the Bier/Jensen case study films. I think the past 
trauma that Liv tries to reconcile is dramatically engaging but a marital affair is a very 
Anglo, bourgeois conflict. While plausible it lacks innovation and dramatic 
consequence.  
While I see the thesis screenplay as an ‘official’ publication, an industrial trajectory 
would focus on establishing a different goal or frustrated desire, one that provides Liv 
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with a greater sense of dramatic agency, rather than remaining in her middle class 
sanctuary surrounded by an extended family. This keeps Liv contained to a 
domesticated existence and I want something more for her.  
For example what if Liv had always wanted to travel but could never afford to go 
because she always came to the rescue of a dysfunctional adult son? She takes 
responsibility for him because all his risk-intense behaviour is ultimately ‘not his fault,’ 
but a result of ongoing mental health issues. I’m well aware of the danger writers can 
fall into when adopting an ‘issue’ such as mental health. But my lived experience 
affords me personal insight into this kind of territory and I’m comfortable that I could 
construct a plot that clearly expressed the implications of a mental health issue on 
family relationships with a sense of authority and accountability.47  
Now the stakes become higher; does she continue to commit to her maternal 
responsibilities even though her son is an adult or seek happiness on her own terms? 
Through her relationship with Tobiko she could embrace the Japanese culture even 
more; there’s an escapist quality to it. I would certainly play with the boundaries of the 
relationship more. What if she’s expressively maternal towards Tobiko in a way that 
she’s never been able to with her own son? If there’s also nuanced moments of sexual 
tension this could provide the unfolding relationship more of an engaging dynamic.  
If as Kim suggests, Tobiko stays in Denmark then the end of the film could see Liv 
forced to choose between a myriad of scenarios; helping her son settle a debt, allowing 
him home rather than returning to a health care facility, or finally cutting the umbilical 
chord and travelling to Japan with Tobiko to bury his father’ ashes with him. In this way 
we could see a real transformation of character; Liv decides to shed her skin as a mother 
and lonely soul to undertake adventure. If I built up her fascination with Japan more 
then her decision to ‘do it not just dream it,’ gives her a more proactive plotline.  
																																								 																					
47 As per the guidelines devised by Mindframe and the Australian Writer’s Guild to help screen and stage 
writers understand the issues involved in depicting work with mental health themes. Guidelines available 
at: http: //himh.clients.squiz.net/mindframe/for-stage-and-screen/stage-and-screen-resources Last 
accessed 13 January 2018. 
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Perhaps at first she declines Tobiko’s offer and we assume her alliance will always be 
with her son, even at great personal cost. What if there was a pivotal moment of insight 
that forced Liv to re-evaluate her priorities? I like the idea of leaving her son behind (if 
only temporarily); there’s an expectation that mothering is about constant self-sacrifice 
and I’d like to challenge that assumption. We would leave the story as Liv arrives at the 
airport and surprises Tobiko. No matter what may come, her time is now. I don’t want 
the happy family ending that I’ve got on the page now but I do want one bolstered by 
hope; where small yet significant human exchanges can be transformative in 
themselves. 
And so I wait for Kim to read a draft and say: ‘Yes, Denmark. It all makes sense now.’ 
But further engaging with a sense of Danishness on the page is dependant upon future 
development strategies. I aim to attach a Danish producer and/or director to the next 
draft in order to embrace collaboration as a Danish script development practice. As a 
screenwriter I am constantly revising my relationship with and proximity to the world at 
large. Though no formal co-production agreement exists between Denmark and 
Australia I will also continue to expand my professional networks in Denmark, which 
may facilitate future production possibilities.  
I return momentarily to my own cultural locale on the other side of the world. From 
shackled colonial outpost, reconstituted as a port for the displaced and progressively 
diversified through waves of migration, Australia as nation state has been constructed 
through a culture of difference (Cassar 2000) and distance. The reckoning of geographic 
separation has long influenced cultural pathways in and out of the country.  
In terms of film (co-) production, for example, isolation and an outwardly drawn gaze 
arguably encourage cross-pollinating partnerships within the international marketplace. 
At its most ambitious, this creative project reiterates my own desire to write screen 
stories in which the local and global intersect and a willingness to better understand 
myself as a practitioner through the gaze of others beyond distant shores. In the next 
draft of A Quiet Companion I will further respond to the human need for connection, 
one that provides a critical momentum to the screenplay as a text (and process) ever 
moving forward.  
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Conclusion 
Through practical application, theoretical analysis and a research method that embraces 
the case study, I have provided an original insight into the transnational mechanisms 
within and values evidenced specifically within three Danish feature film narratives. 
This research has focused on the nature of practitioner collaboration that underpins 
feature film storytelling in Denmark. The nation’s emphasis on writer/director 
partnerships arguably reflects a culturally informed egalitarianism, where script 
development becomes a synergistic interplay rather than an institutional hierarchy as 
evidenced in other industrial frameworks such as Hollywood. Indeed, this exegesis 
affirms how Danish practitioners increasingly locate their transcultural competence 
through a creative practice where ‘universal meanings can be understood by peoples 
from around the world’ (McVeigh 2017: 50).  
From a stylistic perspective melodrama and the relationship drama can be viewed as 
critical modes of expression within Danish transnational filmmaking. Similarly, the 
dislocated adult self and the lost/othered child as thematic motifs in both the Bier/Jensen 
and Aakeson/Christensen case studies reflect a willingness to play with the complex 
dynamics between the geographies of childhood and adulthood. Using the idea of world 
building as an evaluative apparatus I have examined storyworld temporality and 
ontological presentations of character, referencing the local and the global as integral 
narrative spaces. In doing so I have located screenwriting as a creative labour that 
actively contributes towards the international visibility afforded Denmark’s 
contemporary feature film industry.  
My initial theoretical inquiry was influenced by the placement within scholarly 
discourse, of Denmark as a small film nation. This mode of analysis often concerns the 
creation and implementation of film policy and the screen work as a vehicle for cultural 
exchange between nation states. However, this approach often engages with 
screenwriting as a secondary, past tense concern. By situating script development as a 
temporally present, forward driven process undertaken at various sites of engagement 
this exegesis acknowledges the contemporaneous spirit of storytelling for the screen; a 
regenerative practice bound to yet distinct from the feature film as object entity.  
135 
 
Danish Screenwriting Practices Cath Moore 
My cultural and geographic distance from Denmark impacted directly on the research 
methods employed. Utilizing a case study approach mitigated the separation I often felt 
from the Danish industrial and creative landscape. Indeed, my focus on a small number 
of working partnerships provided an intimate research space. As methodological tools, 
the employment of the practitioner interview, narrative and discourse analysis in 
conjunction with auto-ethnography promotes practice-led research as a site of multiple 
exchanges and intersecting transactions.  
I have demonstrated how the screenplay as research artefact may support industrial 
inquiry into Denmark as a small film nation with global appeal. And yet, this research 
has led me to consider how the term may be further understood in relation to the 
expansion of viewing platforms such as streaming services and SVODS. The internet in 
all its digital pervasiveness has become a ubiquitous space of cinematic exhibition that 
may increasingly support the international viability and impact of nations traditionally 
curtailed by or perceived according to diseconomies of scale.  
I have prioritized the practitioner’s reflection on creative practice as a facilitating voice 
in discussions on the problems, discoveries and aims of script development. This 
approach questions whether the script development process and the screenplay as text 
follow a similar diagnostic and cure facility as iterated by novelist David Foster 
Wallace.48 For example the screen narratives examined in this exegesis demonstrate a 
preoccupation with restoring the fractured family unit or relationship. Utilizing binaries 
such as isolation and connection, these screen stories directly engage with the 
universalities involved in processing and reconciling loss. 
Examining the creative and architectural components of fictional world building 
contributes to a wider understanding of global storytelling from a Danish feature film 
perspective. The Bier/Jensen oeuvre demonstrates particular narrative trends and 
stylistic preferences such as a white masculinized point of view, interpersonal 
psychodynamics and ethically charged subject matter. The Aakeson/Christensen 
partnership persistently engages with the family unit as a dramatic nucleus and the 
child’s gaze features prominently in both partnerships. These trends clearly establish 
storyworld point of view as a transnationalizing apparatus within the film narrative.  
																																								 																					
48 See E Unibus Plurum (1993) 
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6.1   Envisioning the Future – How We See, Read and Understand the Screenplay 
as a Creative Labour  
While this exegesis has focused entirely on Danish screenwriting practices, the research 
engages with ideas that bleed into a broader discourse on national cinema and 
methodological approaches to screenwriting research in the academy. Policy makers, 
practitioners and scholars acknowledge the importance of screen works as a means to 
situate national film industries within a wider global context. Scholarly interrogation of 
the processes that influence screenwriting requires a recursive system of analysis given 
that systems of financial, creative and cultural exchange fluctuate so readily within and 
between industrial landscapes.  
Certainly as a small country with a national language rarely spoken elsewhere, the need 
for Danish screen practitioners to imbue their work with transglobal capacities is a 
practical consideration. But it is also a concern felt more broadly by screenwriters in 
other locales trying to work between the restrictions and liberties an internationalized 
marketplace provides. As a freelance screenwriter this research has encouraged personal 
reflection regarding my interrogation of the ever-diminishing space between the local 
and global, and points to further lines of inquiry such as how the proliferation of digital 
media and technologies facilitate Danish screenwriters as they reimagine themselves, 
their practice and the screenplay as a communicative platform. What are the challenges 
for national screen industries in sustaining their distinct identities and cultural 
proclivities when envisaged through an internationalized prism? In a shifting global 
consciousness how do contemporary screen works from Denmark negotiate fluid 
constructs such as borders and territories? 
The triangularity of perception has been an overarching analytical concern throughout 
this thesis.  I have spoken at depth about the protagonist’s point of view within the 
screen narrative but have also reiterated how the screen practitioner and researcher’s 
intentions impact on the articulation or placement of story within a wider industrial 
perspective. This trifocal lens of inquiry arguably broadens the discourse on how 
researchers (both within and outside of Denmark) contextualize Danish screen practices 
within a transnational context. Looking forward, I would like to further examine how 
the screenplay could be examined as an extralinguistic space that promotes inter-
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subjective connections between screenwriter, film practitioner and reader, and the layers 
of interpretation that take place between these unions. 
Further, this thesis engages directly with script development as an emergent scholarly 
inquiry. The academy recognises that the dimensions and functions of this creative 
labour are  ‘complex, contested and contingent upon context’ (Batty, Taylor, Sawtell 
and Conor 2017: 225). While I have considered script development as a culturally 
defined practice, the scope of my research here is far too small to provide a 
comprehensive overview of Danish script development and story preferences. 
Accordingly, this exegesis articulates a need to further examine how screenwriting and 
collaborative story development intersect through ethnicity, sexuality, mobility and 
other defining markers of identity. The relevance of this inquiry extends beyond the 
promotion of diverse practitioners and national identities. As Price (2017: 324) 
suggests, there is likely to be an ongoing demand for ‘the creation of “impact” studies 
that show the value of critical work outside the academy’ as well as an increase in 
mutual benefits, associations and advances between academia and screen industries. The 
purpose of this research project for example, was to further understand Danish 
development practices, which may then be better or more often utilized within other 
contexts, such as the Australian film industry in which I practice. The main point of 
inquiry in this regard, has been collaboration between writer and director.  
6.1.2 ‘A Story by…’ Acknowledging Collaborative Storytelling in Danish Script 
Development 
As a country modelled on socialist ideals, Denmark’s egalitarian sensibility recognises 
and engages with the creative contributions of the screenwriter in conjunction with the 
director. Situating the writer/director relationship as a significant collaborative dynamic 
within Danish screen production also raises questions as to how we interpret and 
research the role of storyteller. As this research has demonstrated, Danish directors 
Susanne Bier and Pernille Fisher Christensen play a vital role in the creation and 
development of the screen story.  
The writing of this exegesis has provided me with further investigative trajectories 
including the attribution of the story credit. Considerations here include understanding 
how idea working-groups negotiate disunity, or assign roles within creative 
collaboration. Similarly, how these collaborations may divide attribution between those 
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who generate original ideas, and those who formalise these ideas into the screenplay as 
text. As an extended inquiry into authorship, I am also keen to explore the role of script 
translation and how the translator may also be viewed as a film practitioner. Through 
interviews with Danish producer Sisse Graum Jorgensen (2015) it became apparent that 
translation of the screenplay from one language to another is a highly valued creative 
labour, especially for nations like Denmark with a regionally limited language.  
The screenplay text can then be viewed in accordance with the transitory space it 
inhabits during this unique process of both being and becoming the same narrative, in 
varying stages with different purposes and readers. Accordingly, it may be helpful to 
consider not only the translator’s academic capacities and industrial experience, but how 
their grasp of both national and cinematic language coalesce on the page.  
This discourse inevitably leads to the application of subtitles as another process that 
many small film nations must utilise in order to penetrate international markets. 
Translating the screenplay as text on the page or as screen work is a comprehensive 
process deserved of more examination than this exegesis has provided. Further, how one 
reconfigures notions of authorship to incorporate the role of translator expresses an 
ever-shifting framework within which screenwriting practices are understood and 
evaluated.  
This research envisages script development as a space of collaborative exchange where 
layers of story such as plot, structure and characterisation are both conceived and co-
ordinated. Nash’s (2013: 151) reference to a spatial tension between practice and 
outcome relays a critical awareness of the processes that underpin the screenplay 
regardless of national context. While these negotiations vary between Danish 
writer/director collaborations, how the screenwriting craft and associated practices are 
both evaluated and recognized through policy or less formal mechanisms will continue 
to change as practitioners respond to the fluctuating demands of an internationalized 
marketplace.  
Locating script development as a space in which ‘ideas, emotions, people and 
personalities combine, cohere, clash and are contested by the practicalities, policies and 
rapid movements of the screen industry’ (Batty, Sawtell and Taylor 2016: 149) 
promotes a deeper engagement with the multifaceted components of the screenwriting 
craft and the cultural logics at play within national film industries. Future research 
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pathways will undoubtedly revise evaluative terms of reference as the nature of 
storytelling is contested, the platforms of delivery expand and the expectations and 
agendas of the viewer challenge screenwriters to deliver content that continues to 
resonate beyond the frame.  
This research has responded to Hjort and Petrie’s (2007: 1) assertion that new and 
expansive ways of understanding national components must be incorporated into the 
‘critical shift’ that is currently occurring in film studies. By exposing the emotions and 
ethics that underpin humanity, the case study narratives express a cultural inclination to 
reconcile mortality expressively through deconstruction and subsequent affirmation of 
the family unit. Indeed the dramatic pendulum that commonly swings between 
resignation and revival is a critical marker of contemporary Danish cinema, providing a 
voyeuristic glimpse into the emotional and metaphorical lives of the case study screen 
characters.  
By embracing transglobal constructs within the screen story, Danish practitioners are 
reorienting their artistic gaze towards an internationalized national cinema (Bjondeberg 
2005: 123). This refocus also suggests an engagement with (or at least awareness of) the 
transcultural binaries one must often negotiate within the story development process, 
such as individualism-collectivism or universalism-particularism.49 Often it is not a case 
of one strategy or attitude over the other but a series of collisions, in which expressions 
of and relationships between the local and global are redefined.  
 
6.1.3 Full Circle: Denmark as Initial and Prevailing Source of Inspiration 
At the beginning of the exegesis I reflected on a personal desire to seek out and situate 
myself within Danish screen stories. What was I looking for? Why did I need to return? 
This conclusion affords me no respite from the many questions I leave unanswered. In 
many ways this thesis as a whole can be viewed as an extended abstract for a number of 
future research projects. But my preoccupation with Denmark says something about the 
transglobal landscape we define ourselves through and the potency of visual 
storytelling. The screenplay remains an elusive writing form, chasing its tail in search of 																																								 																					
49 For a comprehensive analysis of how these divides can be utilised to explore screenwriting as cultural 
practice see the work of Cettyrsse (2017: 8-27). 
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itself. But it does express the need for intimate encounters and to seek counsel with our 
fictionalized selves, through the cinematic lens.  
As a Danish screenwriter whose insight and screenwriting prowess has been a great 
source of personal inspiration, Kim Fupz Aakeson (2015) deserves the last line of 
dialogue. Formatted according to screenplay convention, his words take on an inter-
textual capacity and aesthetic. Unwittingly, Aakeson has become the lead protagonist in 
the story of this story, one who affirms screenwriting as a venture in curiosity and a 
creative process that finds solace in the company of others:  
         KIM        
We have to aim for a language that we 
don’t speak alone. You have to think, “I 
know something here, I have these 
abilities and you have these also. 
Together we make something we could not 
do separately.” 
A nod of silent agreement passes between them. As she 
gathers her belongings, the researcher offers a quite smile 
of gratitude. 
Outside she pauses by the gate and inhales deeply. The air 
feels colder on the way out.  
 
THE END 	 	
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Appendix A 
First Contact: Practitioner Interviews with the Screenwriter, Director and 
Producer of En du elsker / Someone you Love (2014) 
The transcripts below detail the nature of script development as experienced by the 
above-the-line practitioners credited on En du Elsker/Someone You Love (2014). 
Through these initial interviews, I understood how script development was viewed as an 
integral creative inquiry between the writer and director, and how the collaborative 
union between the writer Aakeson and director Christensen creates a synergistic 
working environment within which a screen idea is conceived and progressively shaped 
into a screen story.  
The interviews provide a primary source of data on how these above-the-line 
practitioners traverse practical, financial and creative pathways during the script 
development process and correspond to the practitioner-led methodology evidenced 
specifically in chapters five and six.  
The interviewees denoted in this chapter are initialized as follows:  
• KF – Kim Fupz Aakeson: screenwriter/story collaborator 
• SJ – Sisse Graum Jorgensen: Producer 
• SH – Sidsel Hybshmann: Associate Producer 
• PC – Pernille Fisher Christensen: Director/ story collaborator 
• BS – Birgitte Hjort Sorensen: Actor 
• MM – Marianne Moritzen: DFI development executive 
• CM – Cath Moore: interviewer 
 
PRODUCER SISSE GRAUM JORGENSEN sits on the board of film production 
company Zentropa and the advisory board for Scandinavian International distributor 
TrustNordisk. Jorgensen is one of Denmark’s most successful international producers. 
Her films have won numerous awards including The Hunt, After the Wedding, A Family, 
In a Better World, A Royal Affair and All you Need is Love.  
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********************** 
CM: In terms of story, do you come on board during screenplay development? 
SJ: Yes I am involved at the writing stage. For example, I’m working with them 
(Aakeson and Christensen) on another project and we haven’t started to write anything 
yet but we talk about what kind of story it is going to be. We will also start to do some 
research before we write and in this phase we will also get close to the exact 
environment – will it be set in a family, is it in the countryside or city, how old they are 
etc. 
CM: Does the sense of story in En du elsker/Someone You Love change throughout 
script development? 
SJ: Yes, I think to begin it was a father and son and started in the countryside, in a 
flower shop; it’s been around. But it’s very seldom that there’s no journey; that we will 
end up exactly where we started. In the early stages, it’s not only creative but where can 
we get some finance? Is this too expensive? So if the story from an early stage starts to 
development in a way that will be more expensive than I think we can finance I will say 
listen, there’s no reason to develop for years and never end up going into production, so 
it’s about being more efficient.  
This film I knew would be more expensive than the average Danish drama because of 
the music layer – we composed seven tracks with some quite well-known musicians 
here in Denmark, and we all had the same ambition – if we make a music film, it has to 
be good. So I knew straight away that it would have to be a co-production, that I could 
not get all the money from Denmark. So we try to get the best out of the Swedish 
collaboration. Then it happened that Persbrandt came in as the main actor in the film; 
he’s one of the biggest Swedish stars, so that's how things slowly evolved.  
CM: If you are working with a country like Sweden, are there specific ways into 
the artistic transaction like shared language comprehension?  
SJ: Of course Sweden is our neighbour and it sounds like the same language, so it’s 
easy. The Nordic countries are very similar; our history is that 800 out of the last 1000 
years, it has all been the same country. So of course that says everything. Even though 
we are split into six countries, for 80% of our common history we have been one 
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people, so if you go to these countries you will very much find the same cultural values. 
And Denmark and Sweden are the strong film producing territories in the Nordic region, 
but we also produce a lot with the rest of Europe.  
CM: If the screenplay is in Danish, do you translate into every language that you 
are co-producing with and do you ever find anything ends up lost in translation?  
SJ: I have been to a lot of festivals where I have been watching Nordic films, which 
have bad subtitles and there is so much missing in the translation. Every time we make a 
script, even a first draft, right after I receive it I will get onto the translation. Which 
means that the translations go through exactly the same development pattern as the 
original. We work with a translator who will always be the same throughout. It’s very 
much an art form in itself because it’s so important how you use words, so we spend a 
lot of money doing that.  
We translate always into English. I personally have made a choice where it’s a little bit 
more US orientated than British. So much in British society is complicated; there’s an 
upstairs/downstairs mentality in that country still; it’s one of the only countries in 
Europe like that so it’s easier for us to lean towards an American style of language. US 
is easier for me to be sure that everything is alright, and in US orientated translations 
it’s also a bit more easier to understand for Asian audiences. Some UK words can be 
strange. And my production assistant will go through everything. When we finish the 
film we will use the script for a subtitles guide, and we will use the same translator who 
will work with the subtitler.  
It’s not just about words; it’s also about how the story comes onto the screen, so if 
there’s a lot of dialogue it can be difficult and sometimes subtitles can be ahead of the 
drama. But we have an ambition to make Danish language films travel. We are so 
dependant on selling internationally. So by trying to make our Danish films 
international we are also turning it into an industry. It's the only reason why (production 
company) Zentropa can make big films and take the risks that we do because we sell 
internationally. We would never earn the money to take that risk if we were only 
domestically oriented.  
************** 
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PERNILLE FISHER CHRISTENSEN is a Danish writer and director. Her first two 
features En Soap/A Soap (2006) and En familie/A Family (2010) have won numerous 
international awards.  
CM: Is there a particular preoccupation in your work? Do you find the same 
themes, even if it’s not a conscious process? 
PC: Well I guess I have been interested in family and relationships between grown up 
children and their parents, in many forms I think – like father/daughter, 
daughter/mother, son/mother, not so much siblings, brother/sister. I guess that has been 
where my focus has been. Not so much in political dramas etc.  
CM: And with Someone You Love, was this your story or Kim’s, the idea of a man 
who comes back to his family? 
PC: I think the story came quite a long way because in the beginning when we started 
writing or throwing up ideas it was about a woman who had given away a child; she 
didn't realise she was pregnant and now she tries to get in contact with this child again. 
Then I think we couldn’t get any further with that idea and we did another film, A 
Family. And then because somehow this issue with adopting, that thing kept going on, 
then it became a story about a man, a boy who had grown up in a family with quite poor 
parents and then this guy shows up who is actually the father of the child and what 
happens with the family. 
Then we found out that drama was a little bit difficult because the boy was grown up 
and you know, you couldn't really get a conflict out of it. Sometimes you have a set up 
and then it’s like the conflict that would be possible in the set up, it just doesn't work. 
Then you have to take something else and transport it into the story, and there is always 
a danger in that. What I’m looking for always is what is the natural conflict in the set 
up, so you are looking for environments, relationships, places where it just comes 
organically. And then we thought ok what if the story is not about the child but the 
grandchild because then there would be a conflict because you have to take care of a 
child, but you don’t have to take care of a grown up child. This is actually how the 
whole set up was formed, and you know, for a lot of stories it takes a lot of travelling 
around until you find, ‘this is it’. 
CM: And when you are travelling creatively, are you writing parts of the story? 
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PC: Yes, we are writing the screenplay. 
CM: So you are shifting boundaries all the time as you start researching.  
PC: Yes. I work with Kim and I have a little bit more patience than he has, so I am 
researching and bringing up all the ideas, like ‘this doesn’t work’ so I am going to try 
interviews and all that. And then Kim is really fast, ‘ok lets just try to get it out’.  
CM: You think that it’s important to do real-world research, to step out and 
connect to the people you are trying to reflect and represent. But that is not always 
how people work.  
PC: No. Kim is also a children’s book writer and I think he is not especially interested 
in children or playing with children, he can just stay in his mind and create. I research 
until the end and I do it with the actors and make them go out in the world.  
CM: Kim mentioned that development is often about presenting a third choice, if 
you can’t agree on a direction or decision together.  
PC: Sometimes characters just work, like, this is beautiful – you don't need anything 
more, they have pain and humour, a tempo, it’s just attractive and you love that 
character very much. Other characters you go, ‘aaahh, eerrgh’, and you just can’t make 
it work on the paper, but then sometimes in the end when you work with it, with the 
actors, then the character you thought you had problems with, there are no problems and 
you go ‘ah this is fun’, but then when you edit the film, you have problems again and so 
you know, it’s very much like… 
CM: …many dimensions to the process. 
PC: Yeh and then you keep working, working, ‘now what’s wrong with this, why is it 
that I feel, I don't really like this character or I don't really understand what’s at stake for 
this person’ and then it’s like ‘Ah! Was it just that?!’ But that is work and not being 
satisfied or also to dare to keep looking. To keep on writing. For example, I think all the 
films we have done together, maybe we have had 25 drafts. But of course the official 
number is five or something. But it’s not that; five is what you send out in the world but 
not what is going on. For each draft, it’s really five drafts. It's a cliché but it is a bit like 
a painting. You keep on working, take things off, put it up again, change, OK this just 
has to leave the stage, totally change the palette. 
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CM: Speaking about character transformation, I wonder how you played with the 
tension in the film with Thomas rejecting and then accepting being a paternal 
figure. Kim was saying that there was often a pressure to make the character 
nicer, to soften him a little… but he remains impenetrable until the very end. In 
terms of the writing process how did you factor this in, when does he give over to 
this idea of being a parent?  
PC: With Someone You Love, that whole thing was in the script, because it is the whole 
story, and it’s the premise for the whole story. But when we were writing it, I don't 
know as a director, exactly what it will look like. That is the work with the actor and I 
think good characters they are always in conflict with themselves, they are never 
satisfied with themselves, they are always discussing with themselves. If the actor’s 
tempo is maybe a little bit too slow to how the script is written then you don't have the 
time to have the whole story that was in the script, and your movie, would be like three 
hours long.  
CM: And you write a script with a particular rhythm in mind but you won’t know 
until you go into production if it’s replicated…  
PC: I cannot know, the actors of course we have meetings, but the actors always come 
to your set with the film they just made in their body… and you can’t do anything about 
that.  
CM: So as director you really have to be malleable, if you just get one take then 
perhaps you have to find something somewhere else to compensate, shift things 
around… 
PC: And also when you have a script you are always discussing with yourself as a 
director and the scriptwriter, and the actor how can we make this better? And I think 
this is very Danish actually. Because you just go to Sweden and things are a bit 
different, there they are very much like ‘this is the text and we die with it.’ In Denmark 
it’s like ‘if this is shit, how can we fix it.’ Then we discuss it, develop it and of course 
only up to a point.  
Not everything you can discuss and it’s not, ‘now we can take this out’ and so and so. 
I’ve done that when you think ‘ah, now the scene works much better,’ but then you’re 
like aargh! Now over here is not working. But sometimes you make things much more 
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beautiful if you are open to thinking ‘ok, maybe just take out that line, or I think you 
should have two more lines, how can we invent more here.’ 
CM: So having a framework where you are playful is very beneficial to the 
creative outcomes? 
PC: Yes. Kim is very good at writing dialogue and his dialogue on the paper is always 
very vivid. But then when you have to stage it then it can become a little bit pushy. It’s 
so natural but it’s not rising in the moment and little things that bring it alive they have 
to come like ahhh ... (gently). It’s very difficult if it’s too tiny, but that's directing; you 
have to listen to the dialogue and think ‘ok, take this out, you don’t need it.’ 
************** 
KIM FUPZ AAKESON is a successful Danish children’s book author as well as 
screenwriter. He has worked with numerous directors such as Bjorn Runge, 
Annette.K.Olesen, David Mackenzie and of course Pernille Fisher Christensen on En 
Soap/A Soap (2006) and En familie/A Family (2010).  
CM: What was your development process for Someone You Love? 
KA: In development we sit and talk and talk and talk about possibilities and options and 
so on and the first idea was located in Copenhagen, in Summer. If you go north, you can 
follow the sea, there are beautiful villas there where the rich people live. So we had him 
(protagonist Thomas) rent a villa next to the sea, we would like to have the ocean as part 
of it and so on, and then during financing it was like ‘No. You have to go to Fyn 
(Denmark’s second largest island) because then you can have the local (film finance) 
money.’ So we went there and there were no villas! It’s not all of Fyn, in the north part 
you can have some nice spaces but it was only the southern part where we could have 
local money! And they have no beaches! So we changed it into a guesthouse, like a 
small castle. 
CM: So the financial aspects of making this film impacted directly on what you 
wrote? 
KA: Yes, and also actually the casting, because the distributers said ‘ok if you pick 
Mikael Persbrandt, well we know he’s expensive, but he will give you more money if 
you pick him’, so casting was also financially directed. And then, it was a lot of money 
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to go to Fyn, and paying him. And Fyn, in the summertime, it’s almost too sweet and 
cosy, but in the wintertime it’s OK. It has some nice roughness to it, and in Persbrandt’s 
calendar, there was the option. But this is what you often do, you follow the money – 
you have to or you lower your price and make it really cheap.  
CM: Is it interesting for you creatively to think, Well I can’t do that, so I have to 
think in a different way? 
KA: Yes, in a way it was. Sometimes, I mean, sometimes it’s just shitty. But 
sometimes, I mean suddenly him in that castle, you know, it has connections with the 
story, this man not having any kind of boundaries emotionally, so my home is my castle 
kind of thing was nice, a lot of space and no people. And also we suddenly fell in love 
with the winter idea. Pernille and the cinematographer thought, we could do some nice 
pictures here. So it has the same sensation as the ocean, the way it can make you feel 
and we were lucky that we had snow there; sometimes it’s not there.  
CM: So limitations not only demand creative rethinking, but can also lead to a 
more definitive fictionalisation? 
KA: And I think it’s what we do all the time in Denmark, instead of trying to make it 
look big we just go where the money is. It often gives you gifts, and the fact that you 
have to restrain yourself and not use too many locations it also means that the re-use of 
locations becomes something else. So this scene where the loving couple is now getting 
divorced in the same room, suddenly the rooms remember what has happened and also 
you start looking at the script and say what’s important, I mean what’s really important 
here? It makes it more edgy and tight in a way, which is sometimes a good thing.  
CM: It is, when you have to justify every scene. 
KA: Of course you always want more money than you have but I think it very often has 
a good impact on the storytelling. Makes the scenes important…. of course you have to 
produce more than you will need in the editing room but you don’t want two hours on 
the floor.  
So we sit, we talk, we write, we read, we talk again and then things move on to autumn 
and winter and it’s very organic you know. Of course you have these moments where 
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you would like the story to start here and then the producer says ‘well I can tell you if it 
doesn't already start here, all the buyers in Berlin would have left by now.’  
CM: So you have extra voices within the development process saying, ‘Think about 
this etc’. 
KA: I think you can have producers who are more into story but the ones we have, and 
maybe this has increased, they know all the money that’s at stake and they know how 
hard it is and Zentropa has a lot of experience with selling abroad and they have been 
watching at the cinema and seeing that ‘ok, everyone is leaving now because it’s not 
there yet.’ So maybe there is this romantic idea that having a creative producer is great, 
but what you really need is that figure driving you towards a financially viable story.  
Actually we had two producers, so we had a creative producer too who was reading 
along with us. And then of course we have this Danish system at the DFI, where you 
have a commissioner (project officer) connected who is reading along when you want 
her too. She’s not reading every draft; she’s reading selected drafts. And then they also 
enter the editing room at some stage… before the editing is finished.  
CM: As a writer, did you collaborate with the actors?  
KA: You always at some point know the casting. I think writing in Danish, and this 
goes for TV as well, you keep writing way beyond when you have the financing in 
place and you keep on because new ideas appear and once the actors come and they 
read and have a question like ‘I don’t understand why my character is doing this’ and 
you go ‘no, me neither’, because you have had your eyes elsewhere. And when the 
actors come they have one issue, my character. Which is very good because all 
characters should have their own line of logic and focus, they have to make sense even 
though they are not the lead, the character’s journey has to make sense.  
CM: It seems then that casting is a key tool, in the successful translation of the 
screenplay. And that finding actors who question the logic of their character’s 
narrative could be a helpful part of the writing process.  
KFA: Yes. And that goes also for the lines. You have to be open for feedback. I mean 
sometimes they complain in advance and you should listen because it has to be easy for 
them to talk like that. Persbrandt (protagonist Thomas) doesn't have a memory so 
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sometimes he’s just great and other times you think ‘oh the lines were better on the 
page’, but gone they are. Pernille as a director works a lot with the lines in the pre-
production process but once she starts shooting she goes with whatever happens, and 
what they come up with. Basically I don’t care. I want it to be alive.  
And when you have a gift from an actor, they suddenly you know, come up with 
something that works better you have to go with it. So you have a lot of voices during 
the writing process and they continue during the shooting but you don't know what they 
say necessarily because you are not there, so it’s pretty lively I think.  
CM: But you embrace the idea of what I call a wilful translation, that the 
screenplay must be translated in many different ways, by many different people?  
KFA: Yes. But of course sometimes I get pissed too. Sometimes there was an idea and 
they ruined it, what they came up with was not better. But when I was starting out I 
thought I need to find someone who can expose what’s in my head and I was so 
disappointed every time because they didn’t! And at some point I realised oh, it’s the 
other way around. We have to aim for a language that we don’t speak alone. You have 
to think, ‘I know something here, I have these abilities and you have these and together 
we make something we could not do alone.’ This is really where you should be headed. 
And that was an epiphany for me and suddenly it was like ‘oh, this is what it’s all 
about.’ Not giving in, but relaxing and working together, so that helped me a lot and 
gave me a future in films.  
CM: When you have a positive value attached to resignation, it’s helpful to find 
this openness.  
KA: When shooting starts I put the script away and forget about it because I know there 
is a new reality coming up. So in the editing room, I’m usually invited to see the long 
three hour version and then we start talking about ‘OK, what do we have, what works, 
what’s the story?’ Because you get surprised every time, what is in the editing room. 
It’s like having a baby you know. And then you start working and of course you have 
new possibilities because then, who cares about the script at that point? It doesn’t 
matter. It’s the next step, the next reality.  
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CM: It’s interesting to me this dynamic between writer, director and editor – that 
you have this communicative space where these two writers from the start and end 
of the production, connect. Are you there a lot during the editing process? 
KA: Yes, not every day. But you know the scriptwriter knows what’s not there. If 
you’re in the editing room and you don't know the script, then you don’t know what you 
can ask for, but I know about this scene, that you should really focus on this…usually 
you would get the scriptwriter in three or four times. 
CM: That’s a Danish approach, you would say? 
KA: Yeah, always. I’ve never not been there, in the editing room. I’m always away 
from the shooting because there’s no time for new ideas but sometimes if the location 
disappears and they have to find another one, I will write during the night time of shoots 
but usually not because it’s rolling along. You sit back and do something else.  
CM: With Pernille, when you’re writing the idea and feeding off each other how 
do you come to a decision about creative choices? 
KA: You know in the end you have to make the director happy, or confident, that ‘this I 
can make.’ You have to convince them in some way that it’s OK they go out and think 
‘let’s try something different.’ Of course my job, when we disagree as we often do, is to 
find a third way. So make them happy and be happy myself. It’s really tough to write 
something when you’re thinking ‘man, you really want this, are you sure?’  
And I think then that you really have to find your people. I don’t function well with 
every director. Suddenly you have these collaborations where you think this is the 1st 
time and last time! You have those of course, and then you have those you turn back to 
and know you can go somewhere else with, because you’ve been there before and you 
had all these disagreements and you still found a way and you know can have different 
thoughts. So this is what you also have to do as a screenwriter, find your people.  
And also try new ones. I always do if I find their work interesting. I would drink a cup 
of coffee and think ‘do I want to meet this person again, is it OK socially?’ It has to be 
socially also OK I think, because it’s such a long journey and if you think the other one 
is annoying from the beginning then you shouldn’t start. 
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CM: I think the less you moralise about a character’s choices or behaviour, the 
more transformational scope you have. In this screenplay you see the impact of 
what this protagonist does but you as a writer seem interested not so much in the 
action but associated consequences.  
KA: It’s funny because there were so many conflicts during the writing about how 
tough he should be. Some of those voices watching were like ‘could we soften him up a 
bit and it went into the shooting also a bit because suddenly one of the editors was like 
‘I think he’s too tough, could we soften him up a bit’ so Pernille was told to make him a 
bit more gentle and Persbrandt was like ‘no! I’m not going to be softer!’ so we were like 
‘OK, but could you take off the sunglasses please when the kid is there?’  
So this is something that very often comes into the writing, the ones who are going to 
take it, distributers etc, they want you to be gentle with the characters, to be light and 
gentle and we always go yes, we understand empathy but not sympathy, because stories 
are about something else than nice people doing the right stuff. We just had to again, 
doing a rewrite with empathy because the distributer said ‘I don’t like these people!’ 
And I say ‘no, but you will in the end because they turn out alright!’ 
I think for a lot of screenwriters it is always that battle between the practical 
considerations and those with a more emotional reading. Again sometimes it comes 
down to performance; sometimes you want a soft version for a scene but there is only 
one take and it’s not that. And usually Pernille is like ‘could you make it more tough, 
could you make it more easy going,’ she will try different stuff. 
CM: You are also playing with the idea of family through the secondary characters 
such as the maid who is very maternal towards Noa. Was this a conscious choice to 
explore themes through different relationships or did you find this through the 
development process? 
KA: I think this was actually added later on, because suddenly someone said ‘is no-one 
taking care of this boy?!’ And then I thought ‘maybe you’re right, maybe someone 
would be looking after him.’ And then this idea of family starts up again, and you see 
possibilities in a character who was originally just there to show that the main character 
is wealthy and can buy people and can buy staff if he wants to have someone drive him. 
And so suddenly you think ‘oh we have a possibility for something else here.’ 
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Sometimes you get really tired of all the voices and notes from outside and think ‘could 
you back off a little?’ And sometimes you’re really happy about it because it makes 
your material more vivid. I heard about these writer rooms in TV series in the States 
where you have five writers and everyone chipping in – we could never afford it in 
Denmark but I understand the idea of it. You have to kind of make a writers room 
yourself so you have stuff from the outside that you can use. I think also you get more 
experienced at knowing that this is a good note, this is in a way shitty but it’s right. 
Instead of always trying to defend yourself you bring the walls down a little.  
CM: Given that some of the film is set in America and there is spoken English in 
the script, do you have to think differently to write in another language? 
KA: We usually do like this – when he talks English it’s written as our language 
because he’s a Swede so we can understand each other. All the other lines are translated 
into English and all the lines are written in Danish and translated into Swedish to have 
the real sense of it.  
So he [Persbrandt] as an actor will make the lines differently but in Swedish. And with 
Lourdes (Faberes, the English-speaking actor who played the maid) we would change 
the lines into English. I have some American projects now and I have written them in 
Danish and had a professional translation and then I do corrections myself and then the 
director also will probably make some. I made one project in Scotland with (director) 
David McKenzie and he said ‘I really like your writing, it’s straight and simple, almost 
like a kid.’ But I need this one professional translation. And when I worked in Germany 
I was lost! I just had to believe that they knew what they were doing because I couldn't 
understand, it all sounded German. 
CM: Potentially a lot can become lost in a translation given that there is often so 
much nuance and finesse involved.  
KA: Exactly. And you know how much sits within the lines and the language and then 
it’s gone in the edit and it’s done, finished! So Denmark is home for me, but it’s 
sometimes nice to have the melody of other languages in your work, it gives another 
flavour. Swedish is such a beautiful language. It has a lyrical quality to it.  
CM: So then as a practitioner you’re looking for little avenues to speak 
transnationally. There’s the idea of freedom that America projects, the land of 
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dreams etc. There’s also that idea of having to go away in order to come back and 
re-connect with your family and who you are.  
KA: I think sometimes it’s because Denmark is such a small country and there is so 
much that we don’t have here. We talk about The Insider, the tobacco film. We had a 
pretty big tobacco company here in Denmark, and everyone’s laughing at this film when 
they put a bullet in someone’s mailbox: no one would believe it would happen here. A 
few years ago if you put a gun into a Danish movie people would be disbelieving, 
because we are such a small country; we don’t have nature, we don’t have this big gap 
between the rich and poor, of course we have but it’s all middle class with a little bit on 
the ends.  
So Susannah (Bier) went to this African country to have some real poverty and death 
and also to have some contrast to this Danish middle class living, which is so 
dominating. We have not so much (middle class life on screen) anymore because now 
we are dealing with Norway/Denmark/Sweden co-producing – it goes OK now, but at 
some point you had to have a Swedish actor in your movie to get money and so people 
were like ‘oh there’s the co-production Swede part of the movie’, but not anymore. 
CM: So you are crossing over these borders and it works well? 
KA: You can have Swedes in your movies. In Copenhagen when we had the bridge and 
the train you had suddenly loads of Swedes working in Danish stores and cafes so at 
least in Copenhagen it’s not rare to hear Swedish so it makes it easier if you want a 
Swedish actor. Sometimes you are just in love with them as an actor and you want them, 
but I think maybe with globalisation people are going abroad, coming back, people from 
abroad working in Denmark and it’s not that weird anymore. And we have a big 
population from Arab-speaking countries. 
CM: Part of my project is to write like a Dane. Is there a quality that you find in 
Danish screenwriting? Or do Danish screenwriters not think about that so much?  
KA: I think of course we are educating each other in some way. The experiences you 
have yourself are present but also what you watch, of other Danish movies will also be a 
part of your education, and in a way we kind of have the same journey in looking at 
what works and what does not work that well and of course which actors you want to 
work with and so on, is a big part of it. I think the whole school of Dogme – story is 
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important and the characters’ problems and what’s the fight, the struggle within – this 
works for a cheap amount of money so that kind of drama is a thing we look at very 
much in Denmark, because that’s often all we have.  
CM: How well has Someone You Love rated commercially? It was for example on 
the shortlist for Denmark’s 2014 Oscar submission.  
KA: I think it’s 170,000 (domestic ticket stubs) which is acceptable. It sold to 25-30 
countries. But I don’t know at what price. I think it has been okayed as a commercial 
thing. But I think it became a bit too expensive, unnecessarily so. Because you go to 
Fyn and you have this local money but you also have to pay for the hotel and feed the 
crew and it is annoying to make expensive movies when it is not necessary. We were 
discussing now, that volume has gone down in Denmark, I think last year we had 17 
premieres of features and usually in the good years we have like 30, so everyone is like 
this is not enough because volume is also a part of it.  
To take chances and for a writer to write features and so on, but the market is so 
squeezed so everyone is like, ‘let’s do what we know is going to make it’ and still, I 
think we had the first 6 months or so this year, 13 features had a premiere and four of 
them were doing acceptable trade. And Someone You Love was one of them. One of 
them did less than 1000 tickets and it was an expensive one. If interest is low and 
sometimes the reviewers can kill a movie, then you are gone.  
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       Appendix B  
         Editorial Script Notes for Front Seat Karaoke 
Though limited in scope, the communications below comprise of script notes provided 
by screenwriter Kim Fupz Aakseon, who was kind enough to read the first draft. These 
notes attest to his standing as a highly regarded screenwriter in Denmark able to engage 
with global storytelling principles and the universalities inherent within the 
screenwriting craft.  
For the purpose of this exegesis, I have constructed a creative exchange between myself 
and Aakeson (who I reference here less formally as Kim). I respond to and expand upon 
his comments, emulating a development process that screenwriters may undertake 
within many industrial contexts. Aakeson’s notes display a particularly Danish approach 
to development that challenges creative decisions in relation to the practicalities of a 
restraint-based methodology.  
KF: so, Cath, I've read your script and here are my notes. First of all, its a good 
easy read, you have a nice flowing pen and the story of two lonely souls finding 
each other is really nice, saving someone else and yourself (but why 
Denmark?) 
CM: See writer’s notes above on location.  
THE SPONSOR KIDS  
KF: Not crazy about them, they are a very big thing to introduce and they don’t 
really takes us anywhere and the story can easily be told without them. 
CM: Kim is asking me to justify the presence of a dramatic device that the story 
can do without. As previously mentioned, I like their presence because it takes 
the reader into Liv’s altered state of mind and may be a novel way to express 
her vulnerabilities around men and the lack of agency she affords herself. But 
Kim’s logic must win out here. If the story can be told without their presence, 
then what is their purpose? It also breaks with convention if I’m following the 
Danish approach to the natural story as a character driven drama with as little 
intervention as possible.  
TOBIKO AND LIV’S FIRST MEET 
KF: I would let them meet as early as possible; the story has its direction when 
these two are an issue. Small thing, if he doesn’t take her credit card then why 
would she ask for his number, what would have changed later on? Let her 
somehow have forgotten her bag in the car so she has no money, he can then 
say  
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it’s all right, she can insist or take his license number and look him up at the taxi 
firm. 
CM: I agree that they need to meet as soon as possible but I like how the 
intercut scenes in the opening sequences allow them to ‘meet’ on the page if 
not within the story world itself. I like being able to spend time with each 
character and their position in the world separately, playing with overlapping 
conflicts. This approach also speaks to the contemplative nature of the 
screenplay, pacing is slow and thoughtful. I do, however, agree with making the 
credit card scene more plausible. This is a good example of how a simple 
change in one scene, i.e the absence of a bag, can impact on the flow of action 
and dramatic exchange in another.  
Sc. 28 / THE OUT SCENE 
KF: Always great to have an audience for such a thing, I find it hard to believe 
the other couple interfering and the two men fighting, enjoy the awkwardness, 
maybe let the two friends talk about their admiration for Gert and Liv’s marriage 
before she pops her knowledge. And take care introducing friends we never see 
again, why not use Oscar and Astrid as audience? 
CM: Interesting that Kim questions the plausibility of this interaction between 
two couples. I don’t see the couple enjoying the awkwardness – I imagine that 
at the beginning of the reveal they simply don’t get what Liv is referring to. Once 
they do, the mood changes straight away. I can, however, see it working with 
the friend’s giving the speech, which Liv interrupts to reveal. But even better is 
using Oscar and Astrid. Kim’s point about characters that vanish is valid. 
Sc. 43 / TAXI-KARAOKE 
KF: mmm, feels constructed with the karaoke, him suggesting it out of the blue 
at least seems weird, what if a popular pop song is suddenly on the radio, she 
asks him to turn it up and then she can sing and maybe get him into singing 
along, this could be their meet. 
CM: Yes I agree about the nature and relevance of the karaoke, see previous 
notes to this effect. Perhaps as Kim suggests a more natural way into this  
intimacy is simply singing along to the radio together.  
MIDPOINT 
KF: I don’t really see one, somewhere around page 45-50 something significant 
should happen that could propel the story, a thought, maybe Tobiko really tries 
to take his life here, just when we think he was just flirting with disaster, then he 
could be in a hospital and Liv could move into his apartment, taking care of his 
stuff, meeting Sara etc 
CM: I love this note. It’s what I instinctively felt about the screenplay in terms of 
structure, and Kim has confirmed the absence of a dramatic tent pole, one 
needed to really hold the drama up at this point. Tobiko as a character needs to 
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be pushed further. The potential is on the page, with references to his suicidal 
state of mind but I haven’t done anything with it. This is a case of ‘use it or lose 
it’ and also provides a more organic way for Liv to step into Tobiko’s world.  
GERT RETURNING 
KF: at this point I have kind of forgotten about him and I'm more interested in 
Tobiko and Liv and they are then separated for a looong time, why not let Akari 
come to Tobiko, so all characters are still "together", Tobiko’s father could be 
cremated and he could have his ashes, knowing he should be going home to 
Japan with it at some point. 
CM: I agree with Kim’s point about trying to keep a consistent presence on 
screen of all the main players. It breaks focus when characters leave for periods 
of time as both Gert and Tobiko do, only to have them return and somehow 
incorporated back into the story again. It’s also practical to take Japan out of the 
picture as a location and draw part of his past into the present. She could 
perhaps surprise him for his birthday? To be honest, I have many reservations 
about the utility of Gert as a character, which again comes back to the nature of 
a middle class point of view.  
ENDING 
KF: seems that there is lot of scenes ending the story, scenes where we know 
everything is gonna be fine. 
CM: Point taken. I have the same thought as I read through the screenplay 
again and again. So the question is, what kind of story am I writing and who am 
I writing it for? If I keep my screenwriting practice focused on a Danish 
production landscape that gives me more scope to play around with a 
philosophically inconclusive or bittersweet ending. If as Kim says, ‘we know 
everything is gonna be fine,’ then I’ve lost the opportunity to stay ahead of the 
reader and provide a more anticipatory experience as Kim has done with En du 
elsker/Someone You Love. Where’s the see-saw between hope and fear for 
Liv? This draws me back to the need for higher stakes. If Gert was always going 
to be there and if the reader expects them to reconcile then what’s the 
overarching theme? That life is either about punitive or restorative measures? I 
want the end to feel like the beginning of a new life phase for Liv but what’s on 
the page now is far too comfortable and saccharine.  
SCENES 
KF: 179 scenes is a LOT of scenes for a feature like this and makes everything 
more expensive, I think you should look carefully what you need; fewer, longer 
scenes.  
So, pick whatever feels helpful, if any, and all best from Denmark,  
Kim.  
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Kim then added another practical point about taxis:  
KF: you rarely have your own taxi, the taxi owner will have the cars and then 
rotating them among his drivers so they are out on the street all the time, day 
and night, you could make some situation, Tobiko sharing the taxi with a friend 
who accepts Liv taking turns. 
CM: I struggled a lot with the practicalities of this, especially how Liv could have 
access to the taxi when Tobiko had gone. Kim’s suggestion here sounds 
practical and would also make Liv a proactive character who has to negotiate 
with the other driver. She wants this to be her own little private project, but 
putting an obstacle in her way forces her to work a little harder.  
 
Further Research Correspondence 
Below is the email interchange between the manager of a Copenhagen taxi company I 
contacted as part of my research into the logistics of owning/driving a taxi in Denmark.  
Fra: Cath Moore [mailto: cathmoore33@yahoo.co.uk]  Sendt: 8. oktober 2014 
06: 05 Til: Mikael  
Stuhaug Emne: Re: SV: taxi information 
Dear Mikael, 
thank you very much for your reply. I would be very grateful if you could help me 
out with some details. The story I am writing is about a taxi driver and the 
friendship he strikes with one of his passengers. 
Can you tell me if an individual driver can lease a taxi from a taxi company? Or 
do all cars belong solely to the company? All cars actually belong to the 
license-holders, meaning the owners that have a license/permit to run a 
taxi-business. A permit is needed for each taxi on the streets in 
Copenhagen, and most permit holders just have 1 permit and therefor 
only 1 car. It is possible to have more, but they are hard to get (similar to 
NYC taxi badges etc.). Some permit holders have as many as 30, as far as 
I’m aware. 
In the story, the woman he befriends asks him to drive her to the seaside, stay 
for the weekend and drive her back. Is this something he could do if she paid 
him accordingly? Or is he only allowed to drive in a certain geographic area? A 
taxi driver is obligated to drive any customer within the area he operates, 
and they can individually decide if they want to drive outside of the area. 
So yes, it is very possible to drive far away and stay there. We’ve had trips 
from Denmark to faraway countries like Turkey, Italy, Portugal etc. 
I know this will sound strange – but in the story, the taxi driver has to go 
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overseas for a funeral and the woman ends up driving his taxi. She has no 
license but she does it for the thrill, and she is also hoping to find someone she 
has been looking for. So:  
What would happen to her if she was found out by the police for example? 
Would she be fined or charged with an offence? Both the driver (the female in 
this story) and the permit holder would be fined. The permit holder is in 
charge of checking all drivers have the needed licenses etc., and all 
drivers use their taxi-license (which also has their picture on it), to “log 
on” the dispatch-system whenever they are inside a taxi and want to start 
a shift. In theory, she could be using his license for logging into the 
system, and then hiding it afterwards. Laws state that the taxi drivers 
license should be visible to the customer at all times, on the dashboard, 
and containing his/her picture (for customer safety), but she could be 
hiding it in this story – most customers wouldn’t be aware of this 
particular law. 
What would happen to the taxi driver? Would he also be fined, charged or have 
his lease terminated with the taxi company? If she had used it without him 
knowing it, he probably would not be charged for anything, but would 
most likely be terminated by the taxiowner/permit holder regardless. 
How do people usually pay for a taxi – with a credit card? Is the card swiped 
before or after the journey? Can people still pay in cash? Probably 80-90% of 
all trips are paid via credit cards or some form of online account system 
with the taxi company. It is possible to pay with cash as well. The 
credit/debit card can be swiped both at the start (in order to preauthorize, 
and make sure there is actual funds on the card) or at the end. In both 
cases, a pin code is also required. 
Mange tak for all your help Mikael, I really appreciate it. 
Best regards, 
Cath  
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Appendix C 
         Screenplay as Creative Practice 
A Quiet Companion: Synopsis for a feature film  
Liv is a good woman living a simple suburban life in Denmark. Unable to have children 
of her own, family still means everything. A children’s librarian she also sponsors two 
teenage girls in Africa and takes her difficult mother to church. But a year ago 
something unspeakable happened and Liv is plagued by reoccurring nightmares. She 
still can’t look in the mirror or let husband Gert touch her.  
When Gert’s affair is uncovered, Liv’s life unravels with frightening speed. After 
crashing her car she’s rescued by quiet taxi driver Tobiko, deep in the depths of his own 
family crises. An ex-diplomat, Tobiko’s dementia-riddled father wants to die in 
Denmark and be buried back in Japan. But going back home is complicated. 
Unbeknownst to his Japanese girlfriend, Tobiko’s one-night stand with a Danish woman 
called Sara has left him a father-to-be.  
Liv sends Gert off on their anniversary holiday without her. Alone and in search of 
distraction, she impulsively buys some marijuana and is soon having hallucinatory 
conversations with her African sponsor children who encourage her to spend more time 
with Tobiko. Riding at night in his taxi – complete with a mobile karaoke machine – 
Liv finds a space of confession and comfort.  
During a torrential downpour, the unlikely companions retreat to Liv’s old holiday 
house by the sea. A newfound friendship steps closer to becoming something else, 
where the past does not exist and the future is too far away to find them.  
The curious strangers draw circles of intrigue around one another, searching for clues to 
secrets held close. What lies behind Liv’s nightmares is slowly revealed – and though 
her words remain elusive the scar on her stomach says much more. Liv confronts her 
demons, allowing herself to be touched for the first time in years.  
It’s easy to be vulnerable with someone you barely know but this kind of flirtation 
comes at a cost. When Tobiko’s father suddenly dies they return home to reconcile life 
on the other side of betrayal and deceit. A Quiet Companion embraces the redemptive 
power of love, and the belief that family can be found (again) where you least expect it.  
A QUIET COMPANION 
A feature film script
By Cath Moore
1st draft  
30/05/18  
INT. LIV’S BEDROOM  DAY1 1
In the dark, a body tosses and turns wrestling with a bad 
dream. Startled out of the nightmare LIV (50), takes a moment 
to centre herself.  Once youthful features have been hardened 
by a persistent anxiety. 
CUT TO:
Liv carefully pulls back the underlining of a curtain hem and 
adds a folded $20 dollar note to a large wad of cash hidden 
inside. She breathes a quiet sigh of relief.
LIV (V.O.)
I forgot to thank you for the 
wonderful letter you last wrote to 
me.
CUT TO:
Still in the dark, Liv methodically pulls on a tracksuit. 
INT. BATHROOM  EARLY MORNING2 2
In the dark Liv rummages through a drawer. 
LIV (V.O.)
I still have the photos on the 
fridge.
In silhouette, she brushes her long hair.
INT. HALLWAY/GERT'S BEDROOM   EARLY MORNING3 3
Liv walks quietly past a doorway and peeks in as her husband 
GERT'S body shifts under the covers.
She watches for a moment then continues down the corridor. 
INT. DINING ROOM   EARLY MORNING4 4
Liv sits at the table. Her hand glides over a notepad as she 
writes with quiet pleasure. 
On the wall a number of framed wooden boxes hold numerous 
bird egg collections, small and delicate. 
LIV (V.O.)
I think about you more than I have 
time to say. You are both a part of 
my family and that is the most 
important thing. 
Liv looks up at two pictures on the mantle piece of her 
African FOSTER CHILDREN. 
INT.  LAUNDROMAT  DAY5 5
A washing machine on spin cycle whizzes loudly.
The drab and uninspiring room looks slightly space age in all 
its white and sterile emptiness. 
Earphones in, a silent world of music keeps 25 year old 
TOBIKO (of Japanese descent) separate from the other lone 
CUSTOMER. He watches the washing turn round and round singing 
quietly to himself in Japanese.
EXT. FOOTPATH/TRAFFIC LIGHTS  DAY6 6
Liv jogs by the postbox and drops a letter in.  At the 
traffic lights a couple cross the empty road, but Liv waits 
until the lights turn in her favour. 
INT.  KITCHEN   MORNING7 7
Liv jogs into the kitchen where husband Gert (55) eats 
breakfast. Disarmingly attractive, his playfulness is 
equally appealing. 
GERT
You’re making me feel old.
LIV
We are old. And you know they say 
riding a bike helps you maintain 
your weight, but you have to jog if 
you want to shift it.
Gert tries to touch Liv on the shoulders. 
GERT
There are other ways to...
Liv tenses and moves away. Gert's disappointed but not 
surprised. 
GERT (CONT’D)
You’ll be late.
LIV
God help me.
Gert's wistful eyes follow as she heads towards the bathroom. 
The sound of a car horn beeping is heard. 
INT./EXT.  RETIREMENT VILLAGE/CAR   DAY8 8
Liv holds her hand down on the car horn, glaring at the 
entrance impatiently. The door slowly opens.
2.
LIV
(teasing)
Oskar where are your rollerskates?! 
Slowly her mother ASTRID (70), formal and stiff beyond her 
years emerges with her companion the ever-patient and gentle 
OSKAR (75). He waves warmly to Liv. 
ASTRID
Don’t yell Liv!
Astrid scowls as she walks down to the car. This is not a 
close mother/daughter relationship as Liv's forced smile 
attests to. 
INT.  CHURCH   DAY9 9
Liv, Astrid and Oskar sit in a pew, waiting for the sermon 
to begin.
The PRIEST talks with a PARISHIONER up the front. 
ASTRID
(irritated)
Does he think we have nothing 
better to do?
LIV
It’s OK Mum. 
Oskar nudges Liv.  
OSKAR
That husband of yours off 
committing various sins?
LIV
Yes. I’ll just have to pray twice 
as hard. 
OSKAR
And you’ll get into heaven twice as 
fast.
Jealous, Astrid interrupts their playful banter.
ASTRID
She’s not a believer. I tell her 
she can just pick us up after but 
she doesn’t listen. 
LIV
Isn’t this quality bonding time  
Ma? You, me, God? 
Astrid glares contemptuously as the sermon begins. 
3.
PRIEST
Let us not forget those who are in 
need of our forgiveness. We let 
Christ live through us when we 
offer the grace of redemption to 
those who seek it. 
The congregation stand and begin to sing a hymn in unison. 
This is not Liv's world but she plays along.  
INT. TOBIKO’S APARTMENT/COMPUTER SCREEN    DAY10 10
On a laptop screen the grainy image of a young Japanese girl 
AKARI brushing her hair. Tobiko walks past and puts his 
laundry away in the cupboard.
TOBIKO
(in Japanese)
Did you get the songs I sent you?
AKARI 
(on computer in Japanese)
Yes, but I like it when you sing to 
me. I can pretend that you are 
still in the kitchen.
As he continues to put away his laundry, Tobiko sings a 
Japanese pop song softly. 
AKARI (CONT’D)
(on computer in Japanese)
When are you coming home?
TOBIKO
(in Japanese)
When my Father is ready. 
Tobiko pauses, preoccupied.  
INT. NURSING HOME ROOM   DAY11 11
A darkened room where Tobiko sits in a chair by the bed of 
his dementia-riddled Father AKIHIKO. Drained of all colour 
and expression, he stares through his son. 
Akihiko suddenly jumps with surprise and reaches for Tobiko’s 
hand.
TOBIKO
(in Japanese)
Do you want some water?
He offers his Father a cup but Akihiko pats it away. Tobiko 
helps him sit up.
4.
AKIHIKO
(in Japanese)
Go deep. 
Tobiko skillfully massages Akihiko’s arms.
AKIHIKO (CONT’D)
(in Japanese)
I should never have waited so long. 
My mother wanted me to live up to 
my name but I am not a bright boy.
He motions to his fingers.
AKIHIKO (CONT’D)
(in Japanese)
Do the fingers, they are not 
compliant anymore.
TOBIKO
(in Japanese)
Do they give you the tea I bring?
Akihiko lies back and enjoys the massage. 
AKIHIKO
(in Japanese)
You are a bright boy. I should 
never have waited to so long. 
Tobiko moves to the base of the bed and massages his Father’s 
toes. 
Akihiko stretches his fingers and cups both hands to his 
mouth. He makes a soft bird call. 
AKIHIKO (CONT’D)
(sound)
Pee- op. Peeeee-op.
Tobiko smiles sadly.
INT. LIBRARY GARDEN   DAY12 12
On a bench, Liv sits skillfully drawing a little bird in her 
sketchbook.  
She sniffs the air as two pothead TEENAGERS pass by, giggling 
to themselves.
LIV
You reek of the stuff, you know 
that?
They move on, indifferent. 
5.
Her Goth colleague KAREN- tough front, soft heart- sits down 
with a cup of tea.
KAREN
When are you going to write 
something so your drawings aren’t 
stuck in that shitty little note 
pad.
LIV
I’m waiting for the right story.
KAREN
No you’re not. You’ve got lots of 
stories in your head. You’re just 
too scared to let them out. 
Liv contemplates her drawings as Karen closes her eyes, 
taking in the sun. 
INT. LIBRARY- CHILDREN’S SECTION  DAY13 13
Liv sits in front of a group of CHILDREN, book in hand. She’s 
an animated storyteller and the kids follow every word. 
LIV
‘He picked up a tissue and gave a 
HUGE honk’!
A questioning hand is raised. Little EMILY is a skeptical. 
EMILY
But why?
LIV
Because when an elephant has a 
blocked nose he is really in 
trouble.
EMILY
But why?
LIV
Because his sinuses- because that’s 
how he breathes.
EMILY
But he has a mouth.
Liv cuts short the conversation with a patient smile.
LIV
Well Emily, today that is just the 
way it is!
Bang! Outside a bird suddenly flies into the window, 
startling the little girl. 
6.
INT./EXT. LIBRARY/ GARDEN  DAY14 14
Liv walks around the side of the building. She looks up at 
the expectant faces of children plastered against the window.
She motions a bird flying away and smiles reassuringly. 
Unsure, Emily pauses before walking away from the window.
Liv's forced smile fades as she crouches down and picks up 
the dead bird hidden from view, small enough to fit into the 
cupped palm of her hand. 
INT./EXT. ART SUPPLY SHOP/JEWELLERY SHOP  DAY15 15
Liv runs her fingers along rows of art supply materials, 
stopping by a box of water colour pencils. 
CUT TO:
She places the box on the front counter and glances out the 
window. 
Across the road Gert emerges from a jewellery shop. 
Liv instinctively raises her hand to wave but then stops, 
suddenly unsure. 
SHOPKEEPER (O.S.)
Was there something else?
LIV
(distracted)
No, thank you. 
Liv looks again but Gert has gone. 
INT. LIV’S’S BEDROOM  NIGHT16 16
Liv reads her book in bed. A quiet knock and Gert enters. 
LIV
(teasing)
Are you lost?!
GERT
I can’t wait for the weekend... 
we’re going to Spain!
He hands her an envelope.  Liv's smile fades as she reads the 
itinerary inside.
Gert sits on the bed and tries to caresses her. 
GERT (CONT’D)
Maybe tonight you want to try...
7.
Liv tenses. 
LIV
You’d never get any sleep with my 
snoring!
Gert retreats but hostility lingers. 
GERT
It’s been over a year now. 
LIV
(loudly)
And I can’t change what happened! 
Liv immediately retreats. She puts her book on the side table 
and turns off the light. 
Gert quietly leaves the room. 
INT. TAXI/ROAD  NIGHT17 17
An amiable pop song plays on the car radio.  
Tobiko drives silently as a DRUNK COUPLE in the back of his 
taxi kiss vulgarly. 
Tobiko looks momentarily in the rearview mirror, then brings 
his eyes back to the road. 
As hands slide into unbuttoned shirts, Tobiko puts the photo 
of his girlfriend Akari face down on the mantle piece and 
turns the radio up. 
INT.  STUDY  DAY18 18
Papers and stationary are thrust aside as Liv rummages 
hurriedly through desk drawers. 
CUT TO:
A pile of receipts has been sprawled across the table as Liv 
searches for something, anything and then stops. 
A furrowed brow peers closer at an address on a receipt for 
home delivered flowers. Betrayal cuts across her face. 
INT./EXT. CAR/SUBURBAN STREET   DUSK19 19
Parked on the side of the road Liv peers furtively into the 
rear view mirror. 
A moment later Gert emerges from the front of a house. A 
YOUNG WOMAN comes out and kisses him passionately on the 
mouth.
8.
Liv sucks in her breath.
CUT TO:
Night has fallen around Liv as she sits silently behind the 
wheel. 
Finally she starts the engine and pulls onto the road. 
INT./EXT. CAR/ROAD   NIGHT20 20
Liv drives along impassively.
The phone rings, startling her. She looks down as the caller 
ID pops up: ‘Gert’. 
Her eyes dart back to the road as she veers to the middle. 
Liv swerves violently, runs off the road and into a ditch.
INT./EXT. CAR/ SIDE OF ROAD  NIGHT21 21
Liv lifts her head from the steering wheel.
Car tyres on gravel. Liv turns and winces as headlights flood 
her face. 
Tobiko emerges from his taxi and hesitantly approaches.
TOBIKO
Do you need me to call a tow truck?
LIV
No.
TOBIKO
Your husband?
Liv stares at him.
LIV
What?
TOBIKO
Your husband?
CUT TO:
INT./EXT. TAXI/ROAD   NIGHT22 22
Tobiko and Liv drive in silence.
TOBIKO
Are you sure you don’t want to go 
to hospital?
9.
LIV
Yes I’m fine, really. 
Tobiko hands her a tissue.
TOBIKO
It’s bleeding again.
Liv dabs her forehead and stares at the blood. 
INT./EXT/ CAR/FRONT OF HOUSE   NIGHT23 23
Tobiko’s taxi pulls up outside Liv's house. 
Liv searches through her bag- no wallet. 
LIV
Just a minute. Let me get some 
cash... 
Liv opens the car door.
TOBIKO
Everything is fine.
Too tired to argue, Liv hands him the tissue dotted with 
blood.
LIV
I’d like to reimburse you. 
Please... just write down your 
number. 
Tobiko reluctantly takes the tissue and forages around for a 
pen. 
INT./EXT.  KITCHEN   NIGHT24 24
The colour drains from Gert's face as Liv walks in, holding 
another tissue to her bleeding head. 
GERT
What the hell happened? 
LIV
The car... I had an accident.
GERT
Are you OK? 
Gert looks out the window and sees Tobiko’s taxi drive off.
GERT (CONT’D)
Where is it?
10.
Preoccupied, Liv walks into the bathroom and locks the door 
behind her.  
INT. BATHROOM  NIGHT25 25
Liv rifles through the laundry as Gert knocks on the other 
side of the door.  
GERT (O.S.)
Liv! 
She picks up a shirt and smells it suspiciously before 
throwing it back into the hamper.
Another persistent knock and Liv opens the door. Gert stares 
at her with confused concern. 
GERT (CONT’D)
What happened?
She studies his face.
LIV
(philosophical)
I guess I wasn’t paying attention.  
She walks away, leaving Gert dumbfounded. 
INT.  DINING ROOM  NIGHT26 26
The wall clock ticks loudly in the 3am silence.
Liv sits at the dinner table in her nightie, staring into 
space.
She looks behind her to the bird egg collections.
CUT TO:
All the eggs lay on the table as Liv meticulously cleans out 
the wooden display boxes.  She picks up an egg and delicately 
replaces it into its slot.  
INT. KITCHEN  DAY27 27
With a creased morning face, Liv hesitantly enters the 
kitchen and watches as Gert, late, spills juice on his shirt.
He rummages around for a cloth. 
Liv takes a glass of water and adds an aspirin. 
11.
GERT
You can’t just leave a car on the 
side of the road. Why didn’t you 
call me? 
LIV
I just wanted to get home.
GERT
Two weeks for that part to come in! 
He throws the juice container into the bin. 
GERT (CONT’D)
You want to call off tonight?
Liv shakes her head.
Flustered, Gert fumbles with his work papers. 
Liv takes the juice container out of the rubbish bin. When 
Gert tries to kiss her goodbye, she moves her cheek away.
LIV
This can be recycled.
They stare at each other uneasily before Gert heads out the 
door. 
INT. LIVING ROOM   NIGHT28 28
The end of a dinner party.  Empty plates and glasses 
scattered round the table where Liv, Gert and friends EVA and 
DOM sit. 
Gert gently taps his glass and holds it up for a toast.
GERT
Here’s to Liv, the only one who 
puts up with my forgetfulness and 
my-
EVA 
(teasing)
Your hoarding.
DOM
Come on now, collecting books of 
historical significance doesn’t 
count.
EVA
It does if you can’t get down the 
hallway!
Gert enjoys their playfulness. 
12.
GERT
OK OK, guilty. (To Liv) To us. And 
to another 20 years.
Liv clinks glasses with him, staring intently into his eyes. 
LIV
Tell me, did she enjoy the 
necklace? 
Gert's face drops but their guests are oblivious.
Liv is calm but persistent.
LIV (CONT’D)
I really wanted to see with my own 
eyes. 
EVA
What are you talking about?!
GERT
OK, OK, let’s just...
LIV
You are a seasoned academic but now 
you have no words?
The mood turns as Liv leaves the room.
DOM
(to Gert)
What the hell is this now?!
A hostile silence follows as Liv places a series of porn DVDs 
in front of Gert. 
LIV
The receipt’s still in the bag if 
you want something different. 
GERT
(panicking)
Liv, look, let’s just wait until 
you’ve calmed down.
LIV
I know men have needs. Why not just 
have them at home?  
The penny drops for their guests.
DOM
(to Gert)
You idiot.
13.
GERT
(quietly)
I asked you to go to therapy, I 
would have come with you! Anything!
LIV
I didn’t want to make it an issue. 
I just wanted you to be honest 
about it. 
DOM
Is she a student?
Gert looks away in shame.
EVA
What a fucking cliche!
Dom takes a swipe at Gert and the two get caught in an ugly, 
awkward tussle. 
LIV
Stop it!
The women pull the men apart. 
In the heated aftermath, Liv turns her attention to Gert, 
dishevelled and flustered.
LIV (CONT’D)
Happy Anniversary.
She walks out. 
INT. TOBIKO’S APARTMENT  DAY29 29
With the sunlight streaming in, Tobiko stands by the kitchen 
window pruning his bonsai. 
He hums a traditional Japanese song quietly to himself.
A knock on the door and he freezes.
Quietly he moves into the hallway and listens.
Another knock, a wad of cash slides under the door and a 
young woman’s muffled voice.
SARA (O.S.)
Stop sending me money, I don’t want 
it! I want you to be involved.
Tobiko’s computer glows from the bedroom as a skype message 
rings in from Akari. He stares at her accompanying photo on 
the screen.
14.
SARA (O.S.) (CONT’D)
You don’t get to pretend this isn’t 
happening. 
Footsteps can be heard walking away.
Tobiko stays by the door frame, watching the computer screen 
until the ringing stops and Akari’s image disappears.
INT. CHURCH  DAY30 30
Drained, Liv sits in the pews with Astrid and Oskar.
ASTRID
When is your car fixed? I cannot 
catch the bus anymore. You know the 
driver actually sat at the bus stop 
and read the paper for 5 minutes!
Oskar tries to placate.
OSKAR
He was early. That’s what they do.
He turns to Liv.
OSKAR (CONT’D)
How was your dinner?
Liv stares solemnly ahead.
LIV
It was lovely.
OSKAR
You’re lucky. Gert is such a good 
looking man.
ASTRID
They’re the ones you have to be 
careful of.
Liv impulsively stands up and the congregation look on as 
one.
Astrid tugs on her to sit down.
ASTRID (O.S.) (CONT’D)
(whispering furtively)
Olivia!
The Priest takes Liv's sudden stance as devotion and gestures 
for the congregation to follow. 
PRIEST
Let us begin with Abide by me.
15.
Liv turns and walks out of the church.
ASTRID (O.S.)
(hissing furiously)
Olivia!
INT. BEDROOM  DAY 31 31
Liv neatly folds Gert's clothes into a suitcase. 
CUT TO:
EXT. BIKE PATH  DAY32 32
With the suitcase strapped to the back of the bike Liv rides 
along the path.
INT. UNIVERSITY STAFF ROOM   DAY33 33
Carrying the suitcase Liv calmly enters into the room where 
Gert talks to another colleague THOMAS, who Liv greets with a 
friendly kiss.
LIV
Thomas! God it’s been a long time!
Mortified, Gert stands and motions towards the door. 
GERT
Maybe we could- 
LIV
(to Gert)
- are you in love with her?
Pause.
THOMAS
(quietly)
I’ve got a lecture...
Thomas discreetly leaves. 
GERT
I don’t know.
LIV
Then you’d better find out.
Liv hands him an envelope.
LIV (CONT’D)
Why don’t you take her on our trip. 
She leaves and closes the door behind her. 
16.
INT. UNIVERSITY HALLWAY  DAY34 34
Gert chases after Liv and stops her.
GERT
Liv, tell me how to make this 
better? Please, tell me what to do! 
Liv as always, smiles with philosophical calmness.
LIV
I’m not your mother. 
She walks off.
INT. NURSING HOME ROOM  DAY35 35
Tobiko softly brushes his Father’s hair as he sits by the 
window staring out vacantly. 
AKIHIKO
(in Japanese)
It’s the end and the beginning at 
the same time.
TOBIKO
(in Japanese)
What?
AKIHIKO
(in Japanese)
You don’t listen. 
TOBIKO
(in Japanese)
I’m listening to you.
Tobiko continues brushing patiently. 
AKIHIKO
(in Japanese)
I let you stay here in Denmark too 
long. Now you think you are someone 
you are not. 
TOBIKO
(in Japanese)
Father, I have to tell you 
something...
Akihiko is far away.
AKIHIKO
(in Japanese)
A simple life with honor. Go home 
and marry that girl.
17.
Tobiko watches sadly as his Father walks back to bed. 
INT./EXT. TOBIKO’S APARTMENT  DAY  36 36
Tobiko walks up the stairs and stops in his tracks when he 
sees Sara waiting at his front door.  Of African heritage 
with a thick Danish accent, she is heavily pregnant.
SARA
I’ve had it for a while, but I 
thought you might want to see it.
She hands Tobiko a large envelope. 
TOBIKO
I’m going back to Tokyo soon. I 
will continue to forward you money 
but-
SARA
What do you think of when you look 
at yourself in the mirror? What 
exactly do you see?
She walks off, leaving Tobiko alone on the balcony.
CUT TO:
INT. BEDROOM  DAY37 37
Inside his bedroom Tobiko opens a drawer and slides the 
envelope inside, under a large wad of money. 
Anguished, he stares at the drawer contents before closing 
it. 
INT. LIV'S HOUSE  DAY38 38
With her phone propped under one ear Liv tidies up round the 
kitchen.  
LIV
No Eva, listen really I’m fine. No, 
I have plans. Yeh, you too. Bye. 
Liv puts the phone down and looks around the silent, empty 
space. 
INT. RESTAURANT  NIGHT39 39
Liv sits alone perusing the menu. 
A waiter approaches.
18.
WAITER
Are you waiting for someone?
LIV
Well, my husband is having an 
affair with one of his students so 
I don’t think he can make it.  
Dignified solidarity from the waiter. 
WAITER
You’ll be wanting the wine list 
then. 
A grateful smile from Liv as he leaves.
A loud and sudden cheer from the other side of the room as a 
party of WELLWISHERS begin singing happy birthday. Liv 
watches on wistfully.
CUT TO:
INT. RESTAURANT- LATER  NIGHT40 40
Meal finished, Liv rummages through her wallet and hands the 
waiter a credit card.
Liv takes out the old, blood stained tissue from her wallet 
and unfolds it. 
EXT. RESTAURANT/STREET  NIGHT41 41
Liv waits out on the curb.
A taxi pulls up and Liv gets in the back.
INT./EXT. TAXI/ROAD  NIGHT42 42
Liv leans forward towards Tobiko and attempts a light hearted 
conversation.
LIV
I’m sorry. I mean for last time. I 
hope this is OK?
TOBIKO
It wasn’t necessary.  
Unsure of what to say next, Liv leans back.
TOBIKO (CONT’D)
To the same address?
19.
LIV
Actually, maybe you could just 
drive around for a little bit. 
Tobiko watches as Liv stares out the window. 
Impulsively he opens the glove box which holds a portable 
karaoke machine. 
TOBIKO
This is for special clients only. 
Liv is thrown.
LIV
(embarrassed)
No, I... I can’t sing.
TOBIKO
Yes you can. It’s a human instinct. 
Liv reluctantly takes the microphone.
INT./EXT. TAXI/ROAD  NIGHT43 43
Montage. 
Liv sings self-consciously to a cheesy karaoke song. 
She stares out the window at the passing nightlife, full of 
people, colour and lights.
The further she travels the more at ease she becomes, lost in 
the cliched lyrics of heartache and sorrow. 
INT./EXT. TAXI/LIV'S HOUSE   NIGHT44 44
The taxi pulls up out front. Tobiko notes the dark house.
TOBIKO
Your husband is not home?
A wry smile from Liv.
LIV
I’m not sure I have one of those 
anymore.
CUT TO:
Liv steps out of the taxi and watches until it disappears 
round the corner.
20.
INT.  BEDROOM   NIGHT 45 45
In the darkness Liv wrestles with another nightmare. She 
awakes and gasps for air.
She clutches the side of the bed to steady herself.
AKARI (V.O.)
(in Japanese)
Do you like the colour? 
INT. TOBIKO’S FLAT  NIGHT46 46
Distracted, Tobiko sits in front of his computer watching as 
Akari, on the computer monitor, holds up a knitted jumper.
TOBIKO
(in Japanese)
Yes, there are specks of yellow?
AKARI (O.S.)
(on computer in Japanese)
It’s a tight stitch but I think 
that makes it more durable.  
Tobiko summons the courage to speak, but Akari gets in first.
AKARI (CONT’D)
(in Japanese)
Why didn’t you pick up the other 
day? 
TOBIKO
Akari, I have something to say to 
you. 
Silence.
On the screen Akari puts the jumper down and looks into the 
camera expectantly. 
Tobiko begins to speak, but then withdraws. 
TOBIKO (CONT’D)
(quietly in Japanese)
I wanted to say... you are just 
like your name. Full of light. 
Akari smiles, enamoured. She kisses the computer screen and 
begins to sing a song as she folds the jumper.
INT.  LIBRARY  NIGHT47 47
With little enthusiasm Liv checks out various self-help 
books, all with inspiring titles like ‘Raw food, real life’, 
‘Think your way happy’, ‘Higher being, higher living’.
21.
She puts them in her bag then leaves.
As she walks past the study section she glances over and sees 
one of the pothead boys. A thought strikes. She stops and 
looks back in his direction. 
INT./EXT. ROAD/POLICE CAR  NIGHT48 48
Liv stifles a mischievous smile as she rides along the road 
on her bike.  Suddenly a Police car flashes its lights behind 
and panic sets in.
She pulls over and pats her coat pocket self-consciously. 
A POLICEMAN pulls up beside her and winds his window down.
LIV
(panicking)
I haven’t done it since I was a 
kid. I don’t know what I was 
thinking. 
POLICEMAN
You far from home?
The conversation confuses both of them.
LIV
I’m sorry?
The Policeman holds up a broken bike light.
POLICEMAN
Your light fell off.
Liv laughs nervously.
LIV
Oh. 
POLICEMAN
First thing in the morning, you get 
that replaced. 
He winds the window up and drives off.  
Liv curses herself silently and rides on. 
INT. KITCHEN  NIGHT49 49
Liv walks into the kitchen and throws a small plastic bag 
into the bin.
After a moment’s thought she takes the plastic bag back out 
as Milo the dog watches on.
22.
LIV
(to Milo)
It’s medicinal.
CUT TO:
Liv hesitantly lights a joint and inhales. 
She holds her breath but soon coughs and splutters with the 
inelegance of a novice. 
She persists and is soon enveloped in a cloud of smoke. 
CUT TO:
Music plays in the background as Liv pushes a large and 
elaborate meal into the oven.
CUT TO:
INT. KITCHEN-  LATER  NIGHT50 50
In a newfound state of wonderment, Liv walks slowly through 
the kitchen, picking up objects and smelling them with 
intense intrigue. 
The phone rings, startling her. She picks it up with 
suspicion then listens with annoyance.
LIV
(on phone)
Mum, I can’t make a complaint for 
you. Ring them in the morning. OK, 
goodbye. 
She hangs up then stares intently at photos of her African 
sponsor children on the fridge.
SPONSOR CHILD 1 (O.S.)
You are a good person. 
Liv spins around. In her altered state Liv sees them sitting 
at the dining table.
LIV
Then why am I alone?
SPONSOR CHILD 2
Perhaps he is waiting. 
They smile encouragingly at her. 
INT./EXT. LIV'S FRONT DOOR  NIGHT 51 51
The doorbell rings and Liv hurriedly sprays room freshener in 
the air before opening the door.
23.
On the other side, Tobiko stands patiently.  
TOBIKO
Are you ready?
Liv pauses, self-conscious. 
LIV
I made a mistake. 
Tobiko looks at her quizzically. 
LIV (CONT’D)
I mean I made too much food and I 
would hate to waste it. 
TOBIKO
I’m on duty.
LIV
How much do you make in two hours? 
Tobiko looks back to the taxi and then to Liv, unsure. 
INT. LIV'S HOUSE  NIGHT52 52
Liv pours wine into Tobiko’s glass as he sits formally at the 
dinner table. 
TOBIKO
I’m sorry, I didn’t bring 
anything...
LIV
But you didn’t know you were coming 
to dinner.
Tobiko offers a shy smile. 
TOBIKO
No.
LIV
You must meet a lot of interesting 
people, driving.  
Tobiko thinks on the question. 
TOBIKO
Inside the taxi people pretend they 
are invisible. So they say what 
they really think. 
LIV
You should write a book about all 
the secrets you have been told. 
24.
TOBIKO
But I am not really there either. 
LIV
The existential confession.
Now they are having fun with one another. 
TOBIKO
Yes. But every interaction is 
fleeting.
LIV
Unless a customer invites you to 
dinner. 
TOBIKO
You are the first for that.  
A pause while they continue to size each other up.
LIV
How did you get into it? Driving? 
TOBIKO
My Father still thinks I’m studying 
International law. But the more I 
studied something I didn't want to 
do the worse I felt. I don't feel 
so bad driving people around. It’s 
kind of a no man’s land. 
LIV
What did your father say?
This hits a raw nerve. 
TOBIKO
Illusion is sometimes better than 
disappointment. 
LIV
It’s difficult when people don’t 
play by the rules. 
TOBIKO
Some are simple, but- 
INGRID
-hard to follow.
TOBIKO (CONT'D)
-hard to follow. 
They lock eyes and stare at one another for a long time. 
LIV
Do you have any Nick Cave? 
CUT TO:
25.
INT./EXT. TAXI/ROAD  NIGHT. 53 53
Montage.
Microphone in hand Liv sits in the back of the taxi singing 
‘Into my arms’ as Tobiko drives her round the city. 
She watches the busy streets full of carefree diners and 
pedestrians, oblivious to her presence. 
INT./EXT.  TAXI/LIV'S HOUSE  NIGHT54 54
The taxi pulls up by the curb. Liv leans forward from the 
back seat and hands him her credit card.  Tobiko is 
reluctant. 
LIV
Come on. You took pity on an old, 
lonely lady. 
Liv watches Tobiko thoughtfully as he processes the 
transaction.
LIV (CONT’D)
Why are you really driving a taxi?
Tobiko thinks to himself for a moment.
TOBIKO
(quietly)
I think if I keep listening to 
other people’s stories, I might 
find my own.
He hands her back the card. 
LIV
You know, your Father might be more 
forgiving than you think.
They hold each others’ stare before Liv gets out and walks up 
to the house. 
INT. NURSING HOME ROOM  DAY55 55
Tobiko nervously watches as his Father looks around the room 
searching for something.  
TOBIKO
(in Japanese)
Father, I’ve lied to you. And I 
have betrayed Akari. 
Akihiko is preoccupied.
26.
AKIHIKO
(in Japanese)
The paperwork should be here 
somewhere.
TOBIKO
(in Japanese)
I have shamed you both and I don’t 
know how to get out. 
In a manic state, Akihiko runs to his son and holds his hands 
excitedly.
AKIHIKO
(in Japanese)
Just open your eyes!
TOBIKO
(in Japanese)
Please forgive me. 
Oblivious, Akihiko jumps up and down with childish joy, then 
hugs his son closely. Tobiko looks down and sees that his 
father has wet himself.
INT. CHURCH  DAY56 56
Liv sits in the pews staring ahead. The rest of the church is 
empty.
Astrid marches back down the aisle.
ASTRID
What are you doing?! We’ve been 
waiting for-
LIV
- why didn’t you ever say you loved 
me?
Astrid is stunned into silence.
ASTRID
That was your father’s job.
LIV
Were you afraid I wouldn’t say it 
back?
Upset and not sure what to do, Astrid chides her daughter.
ASTRID
You are too old to behave this way. 
27.
LIV
There are things you don’t know 
about me Mother. Things I haven’t 
told you. 
Astrid retreats to the safety of anger. 
ASTRID
I want to go home. Now!
She storms out. After a moment, Liv obediently follows. 
INT. LIBRARY  DAY57 57
At the front counter Liv checks out books for a LITTLE GIRL.
LITTLE GIRL
Did that bird come back? The one 
who hit the window?
Liv catches herself before she says the wrong thing.
LIV
Yes, you just missed him. 
Happy, the girl walks off with her books.
A BALD WOMAN with a scarf around her head walks past the 
counter. Liv watches as the woman’s gentle HUSBAND lovingly 
guides her out.
EXT. LIBRARY GARDEN   DAY58 58
Liv sits on a bench with her phone to her ear. It connects. 
LIV
(on phone)
Gert? 
GERT (O.S.)
(on phone)
Liv? I have been trying to call you 
for a week now!
LIV
(on phone)
I wasn’t ready to talk. But I have 
been thinking a lot and maybe-
Liv stops and listens as she hears muffled voices in Spanish 
on the phone.
GERT (O.S.)
(on phone in broken 
Spanish)
Yes, room 5.
28.
LIV
(suspiciously)
Where are you?
GERT (O.S.)
(on phone)
I’m in Spain.
Liv impulsively stands up.
LIV
On our trip?!
A MAN glances over as he enters the library. Liv furtively 
sits down. 
GERT (O.S.)
(on phone)
You told me to go!
LIV
And what if something had happened?
GERT (O.S.)
(on phone)
Like what? Liv?
LIV
(preoccupied)
What if I was really sick? What 
then? 
GERT (O.S.)
(on phone)
Liv, has something happened? Are 
you alright?
LIV
I have to go.
She hangs up.
CUT TO:
INT. STAFF ROOM   DAY59 59
Liv struggles to get her bag out of her locker, in the end 
the contents go flying onto the floor.
LIV
Shit!!
Colleague Karen helps pick them up. 
KAREN
Are you alright?
29.
Liv nods, trying to contain her emotions.
KAREN (CONT’D)
You’re not reading a fucking fairy 
tale now, let it out!
LIV
Yeh, I’ve been reading stories for 
15 years but I still haven’t 
written my own. 
She throws her sketchpad in the bin.
LIV (CONT’D)
And I can’t keep telling kids that 
birds are OK when they are actually 
dead! It’s enough!
Liv grabs her bag and storms out, much to Karen’s 
astonishment.
INT. TOBIKO’S BEDROOM/COMPUTER SCREEN  DAY60 60
A sombre Tobiko watches as Akari, on the computer screen 
holds up a cake.
AKARI
(in Japanese)
OK, blow out the candles, one, two-
Akari blows them out. 
AKARI (CONT’D)
Three!
Akari turns around and calls out to someone. Two FRIENDS 
enter the room and wave animatedly at the camera. They all 
sing Happy Birthday to Tobiko.
TOBIKO
(in Japanese)
I had sex with someone. 
His words are drowned out by a last ‘hooray’ from the trio.
Akari looks into the camera quizically.
AKARI
(in Japanese)
Did you say something? 
Tobiko loses courage.
TOBIKO
(in Japanese)
I’m sorry I am not there. 
30.
AKARI
(in Japanese)
Put your present on!
Tobiko puts on a straw hat.
AKARI (CONT’D)
(in Japanese)
You look like George Clooney on 
holiday. 
Tobiko presses mute on his computer as Akari talks with her 
friends. 
He stares at them as they laugh (silently) with one another. 
EXT. LIBRARY DAY/SUBURBAN FOOTPATH61 61
Liv walks out the front doors. As soon as she makes it down 
the steps, she breaks into a run. 
INT. TOBIKO’S BEDROOM/COMPUTER SCREEN  DAY62 62
On the screen the trio look expectantly at Tobiko. Akari’s 
friend taps the computer screen. 
The (still muted) trio talk to each other, confused, as 
Tobiko watches on.
Akari fiddles with the side of her computer, then shouts 
Tobiko’s name into the camera.
Emotionless, Tobiko closes the computer screen.
CUT TO:
EXT. CITY FOOTPATH  DAY63 63
Tobiko walks aimlessly down the footpath.
He stops and walks the other way, lost, confused. A walk 
turns into a slow run through the crowd.
Thunder bellows and then a torrential downpour. Tobiko 
resigns himself to the rain and stands still, letting it wash 
over him. 
CUT TO:
EXT. SUBURBAN FOOTPATH  DAY64 64
Liv continues to run but then stops and also lets the rain 
wash over her, breathing deeply as she regains her breath.
31.
INT. BEDROOM  DAY65 65
Liv rips open the back of the curtain and takes out the large 
wad of cash.
EXT. BATHROOM  DAY66 66
Tobiko sits naked in a bath. He looks over to a chair which 
has been placed alongside the bath. On it a razor, toaster, 
and knife have been placed. 
He picks up the toaster and watches as a series of crumbs 
fall to the floor.
CUT TO:
Crouching naked, Tobiko vacuums the crumbs off the bathroom 
floor with a dustbuster. 
His phone rings suddenly. 
TOBIKO
(on phone)
Hello?
LIV (O.S.)
(on phone)
Are you busy?
Tobiko looks at the bath. 
INT./EXT. TAXI/ROAD  DAY67 67
Tobiko stares vacantly ahead as he drives through the rain.
In the back seat Milo the dog sleeps. Liv holds up the wad of 
cash.
LIV
I hope that’s enough to cover-
She looks expectantly at Tobiko. His thoughts are elsewhere 
so she puts the money back in her bag.
TOBIKO
(sombre)
I did something I should not have. 
LIV
Well, the older you get the more 
likely that becomes. 
Tobiko’s thinly veiled confession continues.
TOBIKO
With... someone I should not have.  
32.
Pause.
LIV
Is there something in a man’s brain 
that makes you think everything 
will be OK if you put your penis in 
someone else?
Suddenly the taxi screeches over to the side of the road and 
comes to an abrupt halt. 
INT./EXT. TAXI/ROADSIDE  DAY68 68
Shocked, Liv stares incredulously at Tobiko who glares 
fiercely out the window.
Liv looks at Tobiko’s fists that grip the steering wheel 
tightly. 
LIV
This is why women should rule the 
world. 
She rummages around in her bag and holds up a joint.
LIV (CONT’D)
Foresight.
She offers it cautiously to Tobiko. 
Slowly, he turns to face her.
CUT TO:
Milo sits in the grass outside.
Wafts of smoke fill the car. Both in the backseat, Tobiko 
takes a long drag on a joint and passes it back to Liv. 
LIV (CONT’D)
You’re young. Maybe everything can 
be fixed.
TOBIKO
Love is not enough. 
Pause. 
LIV
No. It’s not. 
TOBIKO
I’m not going back.
LIV
Where? 
33.
TOBIKO
(resolute)
Anywhere. Today will be my last 
birthday. 
LIV
Well we’d better make it a good 
one.
Tobiko curls up and goes to sleep. A knock on her window 
makes Liv jump.
In her altered state Liv's smiling African sponsor children 
have appeared again. 
Cautiously Liv winds the window down.
SPONSOR CHILD 1
Let go and you will get there!
LIV
I don’t know how!
SPONSOR CHILD 2 
Just drive. Now you can be whoever 
you want. 
Liv hesitantly gets out of the car, picks up Milo and climbs 
into the driver’s seat. 
INT./EXT. TAXI/ROAD  DAY69 69
On the deserted country road, Liv grips the steering wheel 
and drives very, very slowly.
INT./EXT. CAR/GAS STATION  DAY70 70
Liv dumps a collection of food and fishing rods onto the 
front counter.
The ATTENDANT, a cranky old man watches her with suspicion. 
He glances out to the taxi as he bags the food. 
ATTENDANT
What the hell did you take a taxi 
out here for? Wait- are you driving 
that thing? 
She smiles cheerfully at him. 
LIV
Hi.
It takes a moment for recognition to strike the old man.
34.
ATTENDANT
Yes, yes, yes! You went and grew up 
on me!
LIV
And you’re still as grumpy as ever!
He picks out a small fishing lure from a bucket behind the 
counter and holds it up to her, conspiratorially. 
ATTENDANT
So, did he turn up? 
LIV
Well... a lot turned up over the 
years. 
His hearty laugh turns into a deep cough.
ATTENDANT
Bound to happen with a pretty 
thing like you. 
His words touch a nerve with Liv, but she offers a smile as 
she takes her purchases. 
INT./EXT. GAS STATION  DAY71 71
A CUSTOMER walks past the parked taxi and peers in, taken 
aback by the sleeping Tobiko and Milo sitting next to him.
Liv smiles at the man before getting into the taxi. 
INT./EXT. TAXI/BEACH HOUSE  NIGHT72 72
Tobiko lies asleep in the back seat of the taxi. The sound of 
waves crashing on the shore can be heard. 
In the reflection of the window, Liv appears holding a small 
cake with a candle in it. 
Disoriented, Tobiko rolls down the window. 
LIV
Happy birthday!
CUT TO:
INT.  BEACH HOUSE  NIGHT73 73
The open plan room is small and sparse. 
A half eaten cake sits in the middle of the kitchen table. 
Tobiko slowly processes the situation. 
35.
TOBIKO
Where are we?
LIV
I used to come here when I was 
young. Younger. How old are you 
today?
TOBIKO
25. 
Pause. 
LIV
Are you really going to end it all?
TOBIKO
It’s the only sensible option.
LIV
Well let’s have some fun this 
weekend. 
The windows rattle loudly as the wind outside howls. 
LIV (CONT’D)
Before you depart for the afterlife 
and the world swallows me whole 
again.
The mood between them is charged with an underlying sexual 
tension. They clink glasses and drink.
INT./EXT. BATHROOM  NIGHT74 74
Tobiko sings to himself in the shower.
A knock on the door and Liv steps inside, putting a towel 
down on the sink. 
LIV
Sorry, I forgot to leave a towel.
She averts her eyes as she leaves again.
TOBIKO
Thank you. 
Liv hovers outside the door. 
LIV
Are you sure the couch is OK?
TOBIKO (O.S.)
Fine. Thank you.
36.
LIV
Goodnight then.
CUT TO:
In the shower Tobiko listens cautiously.
TOBIKO
Good night.
CUT TO:
In the hallway Liv peeks through the slit in the door. Her 
eyes meet with Tobiko’s. Flustered, she walks away. 
INT. BEACH HOUSE  NIGHT75 75
Liv tiptoes through the dark house and pours a glass of water 
in the kitchen. 
On her way back she passes Tobiko. She stops and stares at 
him before inching closer.
With her face almost touching his, she watches his slow, 
steady breathing. He breathes in sharply then turns in his 
sleep.
After a moment Liv walks back to the bedroom. 
INT. BEDROOM  DAY76 76
Liv awakes, sits up in bed and takes a moment to remember 
where she is.
INT. LIVING ROOM  DAY 77 77
Liv creeps into the living room.  The couch has been made up 
again and Tobiko is nowhere to be seen. 
CUT TO:
EXT. DUNES  DAY78 78
Liv jogs along the dunes, keeping a steady pace.
EXT. BEACH DAY79 79
Tobiko walks along the sand collecting shells.
His hat from Akari is blown off by the wind and into the 
water.
37.
Tobiko rolls up his pants and hesitantly wades into the 
water.
Almost within reach, he steps into deeper water and is taken 
off guard.
EXT.  DUNES/BEACH DAY80 80
Looking ahead, Liv sees something (unseen) in the distance. 
She sprints down to the water where Tobiko flails around 
helplessly. 
CUT TO:
Fully clothes, Liv swims out to Tobiko and takes hold of him. 
LIV
Just breathe!
In his panic he drags her under for a moment before she gains 
control.
EXT. SHORE  DAY81 81
Liv and Tobiko lie on the sand, breathing heavily.
LIV
For someone who’s trying to end it 
all, not being able to swim could 
be an advantage.  
TOBIKO
Why do you always make it a joke? 
TOBIKO (CONT’D)
You might be scared, but you’re not 
suicidal.
TOBIKO (CONT’D)
And you know the difference?
LIV
I know that at some point, one 
cancels the other out. 
They watch as a flock of birds swirl into patterns overhead.
EXT. COUNTRY ROAD  DAY82 82
Liv rides a bike with Tobiko perched awkwardly on the back 
carrying fishing rods. 
38.
EXT. FISHING LAKE DAY83 83
Tobiko and Liv sit on the end of the pier, fishing rod in 
hand. 
TOBIKO
You know, we should all kill what 
we eat.
LIV
I don’t like watching things die.  
TOBIKO
But you’re happy to eat them.
LIV
(facetious)
Oh yes, most of God’s creatures I 
would say. 
TOBIKO
Carnivores are cowards.
Liv plays along.
LIV
Or righteous wordsmiths.
She gets a bite on her line and yelps in surprise.
Tobiko helps her reel in the big, flapping fish. Liv turns 
away as Tobiko takes it off the hook.
But then she forces herself to watch as the fish continues to 
flap around, lungs desperately breathing in and out. 
LIV (CONT’D)
Don’t you think it’s sad?
TOBIKO
It happens quickly.
LIV
That’s what I mean. 
They look down at the dead fish, glistening in the sun.
INT. KITCHEN  DAY84 84
Slam. Liv watches with quiet amusement as Tobiko impassively 
severs the head of the fish with a meat cleaver.
Making a salad, she blow hair out of her face, but it 
continues to fall into her sight line. 
Slam. Tobiko severs the head of another fish. He looks up and 
holds Liv's stare.
39.
TOBIKO (V.O.)
But it’s a part of you. 
CUT TO:
EXT. BEACH HOUSE   DAY 85 85
Strands of hair float gently to the sand where Tobiko 
crouches. 
LIV
I’m not going back the way I left.
Sitting on a chair by the dunes, Liv cuts her hair. 
TOBIKO
I guess once it comes off... it’s 
just waste.
As she struggles to reach the back part of her hair, Tobiko 
moves behind and begins to help but Liv instinctively pulls 
away. 
TOBIKO (CONT’D)
Do you want a mirror?
LIV
It’s OK. I’ve got it.
Awkward silence hovers as Tobiko steps back and watches 
strands of hair take flight in the wind.  
INT. LIVING ROOM/BATHROOM    NIGHT86 86
Bang! Tobiko slams his hand down on a pair of cards.
Liv and Tobiko sit playing Snap, wine glasses in close reach.  
LIV
Come on, you won.
Tobiko thinks to himself then speaks cautiously. 
TOBIKO
You didn’t want children?
Liv deals out cards and they continue to play. 
LIV
It was the only thing I wanted. But 
my body or God conspired against 
me. Maybe both. 
Liv snaps her hand down on the cards.
40.
LIV (CONT’D)
Why Denmark?
TOBIKO
My father was sent here when I was 
11, to work in the Embassy. My 
mother was supposed to come but she 
died suddenly. 
LIV
I’m sorry.
Liv deals out the cards again.
TOBIKO
He told his family he was the 
Deputy Ambassador, a very important 
man.  
LIV
That is.
Tobiko shakes his head.
TOBIKO
He was a... clerk. An office 
worker, that’s all. For his whole 
life, only filing paperwork, typing 
letters. He still has an apartment 
in Japan but he was afraid to go 
home, to be no-one.
Tobiko wins a round.
TOBIKO (CONT’D)
Where is your husband?
LIV
He got tired of waiting for me. 
TOBIKO
To do what?
LIV
To be... who I was. 
Too close for comfort. Liv packs the game up and heads 
towards the bathroom. 
Tobiko watches as Liv brushes her teeth in the dark.
INT. LIVING ROOM  NIGHT87 87
Asleep on the couch, Tobiko stirs when he hears a stifled 
cry.
A scream of terror and he sits up on alert.
41.
INT. BEDROOM  NIGHT88 88
Tobiko cautiously enters the bedroom where Liv is caught in 
another nightmare. 
He gently shakes her shoulder. 
TOBIKO
It’s OK! It’s OK!
Liv wakes with a jolt, covered in sweat. She clings to 
Tobiko, petrified. 
CUT TO:
Tobiko sits in a chair in the corner of the room, wide awake.
His eyes focused on Liv as she sleeps once more.
INT. BEDROOM  DAY89 89
Liv wakes and sits up in bed. Her phone, resting on the 
window sill buzzes. She looks blearily at the caller I.D: 
Gert, and presses end call. 
She gets out of bed but stops, staring at the floor.
A single line of stones leads from her doorway through the 
house.
EXT.  HOLIDAY HOUSE/DUNES  DAY90 90
Liv follows the row of stones along the dunes.
They finally arrive at Tobiko, who lies on the ground in the 
sand. 
TOBIKO
I am waiting to be taken by nature. 
Maybe a bear.
Liv tries not to laugh.
LIV
Well, you could be waiting some 
time, dune bears are quite rare. 
Did you want me to find you, mauled 
to death? 
TOBIKO
No, I wanted to find my way back in 
case things did not turn out.
Liv looks out to the water.
42.
LIV
Today is a good day. 
TOBIKO
For what?
CUT TO:
EXT. BOATHOUSE  DAY91 91
Liv and Tobiko struggle to pull the old wooden rowboat out of 
the boathouse which has seen better days itself.
Liv hands a hesitant Tobiko the oars.
TOBIKO
I’m not really good with anything 
to do with water. 
LIV
I’ll meet you there.
Confused, Tobiko stumbles over the boat as Liv heads towards 
the water. 
EXT. SEA  DAY92 92
Tobiko struggles to get a rhythm going as he rows a small 
wooden boat. 
In the water Liv swims strong, even breast strokes. 
TOBIKO
How long will it take?
He looks over to the small island in the distance. 
LIV
I don’t know, I’ve never swum the 
whole way. 
Tobiko focuses on his rowing.
TOBIKO
What happened last night?
Liv stops and treads water. 
LIV
I’ve got a cramp, let’s go back.
Tobiko persists.
TOBIKO
What happened last night?
43.
Liv answers reluctantly. 
LIV
The same as always. I remember what 
I’m trying to forget. 
Tobiko watches her swim back to shore before picking up his 
oars and awkwardly turning the boat around. 
TOBIKO (V.O.)
It’s a system.
INT. BEACH HOUSE  DAY93 93
With wet hair and clothed in only a dressing gown, Liv 
watches as Tobiko writes in Japanese.  
TOBIKO
There are three types of scripts, 
kanji, hiragana and katakana. Let’s 
start with kanji. This represents 
blocks of meaning like verbs and 
nouns. 
Liv writes on her own page, copying.  Tobiko’s eyes sneak a 
glance at her plunging neckline. 
LIV
Japan must be beautiful, all those 
blossoms. 
TOBIKO
There are problems. A big ageing 
population. 
LIV
(oblivious)
People need to have more children 
then, to balance it out. 
Tobiko looks at her uneasily.
He finishes his sentence and puts it up on the wall. Liv 
walks over and runs her hands along the writing. 
LIV (CONT’D)
A poem?
TOBIKO
It’s a question. For you. 
They smile playfully at one another, a sexual tension grows.
LIV
Do you miss speaking in your mother 
tongue?
44.
TOBIKO
I miss...
For a moment, Tobiko is caught in a private sadness.
TOBIKO (CONT’D)
I miss listening to people sing.
CUT TO:
INT./EXT. TAXI/BEACH HOUSE  DAY/SUNSET94 94
The sun sets over the ocean in front of the taxi. 
Liv studies a song lyric sheet. She points to a word on the 
page.
LIV
This one?
TOBIKO
(in Japanese)
Wave. 
Liv sings a songline to herself. 
LIV
(in Japanese)
‘and the wave upon your heart’ 
Liv continues to practise the song as Tobiko guides her 
through the song sheet. 
CUT TO:
With the karaoke machine playing a sentimental love song Liv 
stumbles through.  Tobiko stops and corrects her.
CUT TO:
Again they sing the song together, Liv more confident. Soon 
Tobiko’s voice fades out and he silently watches her sing. 
EXT. BEACH HOUSE SUNSET95 95
Sitting on the bonnet of the car Liv passes a joint to Tobiko 
as they stare out at the setting sun. 
LIV
You miss her don’t you.
TOBIKO
I can’t say sorry. It’s bigger than 
that.
45.
LIV
Relationships are more complicated 
than forgiving someone. 
TOBIKO
What about your husband?
LIV
I wanted to be above his own 
failings but... then I let him 
think I was sick. To punish him. So 
we’re all liars and we’re all 
hurting. 
Tobiko thinks to himself before answering. 
TOBIKO
But I took her idea of the future 
away. 
LIV
No-one gets through a relationship 
without some kind of pain. It just 
depends what kind of scar it 
leaves. 
Tobiko heads towards the house.
TOBIKO
I make dinner tonight.
Liv listens out, hearing far off voices carried on the wind.
EXT. BEACH  NIGHT96 96
Liv walks along the shore line, scanning the dark sea.
SPONSOR CHILD 1 (O.S.)
Make it real. Tell him.
Startled Liv spins around and sees her two Sponsor children. 
LIV
What will happen? 
SPONSOR CHILD 2
A storm, a flood, a hurricane? Your 
truth will not stop the world 
spinning.
Liv holds their hands and closes her eyes. 
TOBIKO (O.S.)
Liv?
46.
Liv opens her eyes and sees Tobiko standing in the distance, 
waving her inside. 
Her sponsor children have gone. 
INT. BEACH HOUSE  DAY97 97
Asleep on the couch, Tobiko wakes to find a path of shells 
from his feet across the room to the door. 
EXT. BEACH/SEA DAY98 98
Tobiko follows the path of shells along the beach to the 
waterfront. It leads to the old wooden rowboat with a picnic 
basket inside.
He looks out to the water where Liv waves to him before 
swimming away.
EXT. SEA  DAY99 99
Tobiko rows next to Liv, swimming breaststroke in the calm 
water.
TOBIKO
Anytime you want to quit, I am 
here.
Liv continues.
LIV
You’re supposed to be my support 
crew! 
TOBIKO
(in Japanese)
You are looking really tired old 
lady.
LIV
What did you say?
TOBIKO
You are really strong, keep going!
LIV
Liar. 
Tobiko smiles as they push on. 
EXT. ISLAND/SEA  DAY100 100
Liv and Tobiko sit on the shore eating oranges. Behind them 
lies a vast expanse of overgrown foliage.  
47.
TOBIKO
This is pretty.
LIV
It used to be. I left something 
here a long time ago. 
She stands and walks into the dense foliage. 
EXT. ISLAND  DAY101 101
Liv leads Tobiko through the undergrowth. She pauses before 
continuing on.
LIV
God, I don’t believe it!
Liv pulls back tangled vines to reveal a series of rocks in a 
circle. She removes them then digs deep until she recovers 
and old rusty box. 
Incredulous, she sits down in the undergrowth and opens it.
Tobiko sits down next to her and he hands her the birds nest 
that lies inside.
LIV (CONT’D)
Open it.
TOBIKO
It’s just a nest.
LIV
The egg! Open the egg!
Tobiko shakes his head in amused confusion.
He holds up a small birds egg and peers closely. Around the 
middle a faint crack line can be seen. He delicately pries 
the egg apart and inside finds a necklace with a small fish 
lure on it. 
LIV (CONT’D)
When I was a kid I would row out 
here and wait for the only other 
person in the world to find me. 
TOBIKO
So he never turned up.
LIV
No.
They burst out laughing.  
LIV (CONT’D)
Here. You’ve been a good friend. 
48.
Liv puts the necklace around Tobiko’s neck.
As she bends over the wind lifts her shirt up revealing a 
large scar on her side.  
Tobiko stares with surprise until Liv self-consciously pulls 
the shirt back down. 
Silence.
LIV (CONT’D)
Every nightmare costs me. When I 
wake up, I have to hide some money. 
So far I have over $5000. I don’t 
know why I have to do that.
Tobiko very gently leans towards Liv, and wipes away the 
tears that spring from her eyes. 
Too much, Liv jumps up and runs through the foliage.
 
CUT TO:
EXT. ROWBOAT/SEA  DAY102 102
Liv runs along the sand and into the water. 
Tobiko emerges from the scrub and scrambles into the boat. 
TOBIKO
Liv, wait! 
Liv swims at a furious pace, relentless.
Tobiko struggles to get a rhythm with the oars. By the time 
he turns around Liv has vanished from sight. 
CUT TO:
Under the water Liv floats down, eyes wide open. Everything 
is still, silent and peaceful.
CUT TO:
Tobiko freezes and looks around desperately.
TOBIKO (CONT’D)
Liv!
He stands up in the boat, and struggles to keep his balance. 
The only sound is the waves slapping against the boat. 
Frantic, Tobiko scans the water. 
49.
TOBIKO (CONT’D)
Liv!!!
From beneath the water Liv suddenly latches onto the side of 
the boat, and comes to the surface gasping for air.
Tobiko clings onto her, fear masked as anger.
TOBIKO (CONT’D)
(screams)
It’s not a game!
He drags her into the boat where she lies limply, breath 
after breath.
Finally she finds the energy to respond. 
LIV
If you really want to die, then let 
someone else do it. Let them plant 
something so deep that you slowly 
rot from the inside out.
Tobiko is speechless. The two say nothing more as they rock 
too and fro with the lapping waves in the middle of the sea.
EXT. BOAT/ SHORE  DAY103 103
Tobiko pulls the boat up to the shore.
LIV
Will you do something for me?
Tobiko stares warily at Liv.
INT. BEDROOM  NIGHT104 104
In the dark room Tobiko lights a series of candles.
Liv sits on the bed. Slowly she rolls up her sleeve and holds 
her arm out.
Tobiko sits next to her and gently takes her hand in his. He 
begins to massage the arm with expertise. The sensation is 
almost too much for Liv to bare and she tenses immediately. 
TOBIKO
The muscles will keep remembering 
until you tell them to let go.  
He keeps massaging up and towards her shoulders, but then she 
backs away.
LIV
That’s enough. For now. 
50.
Tobiko quietly rises as Liv slides into bed. 
Facing the wall, Liv waits as Tobiko leaves the room before 
letting out a long, pained sigh. 
INT./EXT/ BEACH/HOUSE  DAY/NIGHT105 105
Montage.
In the living room Liv practises different Japanese scripts, 
writing on blank paper then glancing up at the question 
written in Japanese on the wall. 
Her phone rings, the caller I.D says 'Gert'. She presses end 
call then looks out the window. 
Tobiko sits alone in the dunes staring out at the sea. 
CUT TO:
In the water Liv teaches Tobiko correct swim stroke form. 
CUT TO:
Night time. In the bedroom Tobiko massages Liv's shoulders. 
It’s emotionally draining for Liv but she perseveres. 
CUT TO:
With translation book in hand Liv begins to translate the 
Japanese question on the wall. She writes but then erases a 
word. After a few tries she steps back and puts it all 
together. It reads: ‘who are you running from?’
CUT TO:
Liv and Tobiko float side by side in the water, eyes closed. 
TOBIKO (V.O.)
What’s the answer?
LIV (V.O.)
The same person as you. 
A flock of birds circle above. 
INT. BEDROOM  NIGHT106 106
In the candlelit room Liv takes off her top and sits topless 
on the bed, revealing the large scar on her stomach.
Tobiko massages gently around the scar but as he moves 
towards it Liv instinctively puts her hand over the scar.
Tobiko takes his own top off and gently takes her hand from 
the scar to his own stomach. Liv moves her hand up his body. 
51.
Tobiko closes his eyes as her hand travels across his face, 
nose, lips.
Their foreheads rest upon one another as Tobiko massages the 
scar on Liv's stomach. 
Tears fall from her eyes as she surrenders to Tobiko’s touch 
and holds onto him tightly. 
TOBIKO (V.O.)
(in Japanese)
The weather is fine.
FADE OUT.
INT./EXT BEACH HOUSE/ LIVING ROOM   DAY107 107
The sound of a pencil sketching.
LIV (O.S.)
(repeating in Japanese)
The weather is fine. 
FADE IN:
Outside the weather is anything but- loud wind and dark storm 
clouds hover above.
Liv's hand glides over a piece of paper, drawing a picture of 
Tobiko who practises his caligraphy at the table. 
TOBIKO
(in Japanese)
What a pretty dog.
This amuses Liv.
LIV
(in Japanese)
What a pretty dog. 
Liv stops and looks out the window. 
LIV (CONT’D)
We used to come here with my 
husband’s nephew. Nicky was always 
so impatient. He had a tooth that 
just wouldn't come out, or he 
wasn't growing tall enough.   
Tobiko’s mood begins to darken.
LIV (CONT’D)
But the older he got the more 
startled he was by how unfair life 
could be. I wish I had held him 
some more while I could. 
(MORE)
52.
Because one day they get taken by 
the world and aren’t yours anymore. 
Tobiko shakes his head.
TOBIKO
(in Japanese)
I am not a Father.
LIV
(in Japanese)
I am not-
TOBIKO
No!
Tobiko stands up, knocking a cup of tea over Liv's drawing.
TOBIKO (CONT’D)
The woman I... she is having a 
baby.
Pause.
LIV
Why didn’t you tell me? 
TOBIKO
Because I don’t know you!
Liv is stung by his harsh words. 
LIV
(quietly)
Someone is giving you a gift that- 
TOBIKO
-just because you never had 
children doesn’t mean everyone else 
should. I’m going back to Japan and- 
LIV
-and you’ll still be a Father! 
Tobiko shoves clothes into his bag.
TOBIKO
I can fix everything with Akari.
LIV
You can’t pretend people don’t 
exist because you don’t like how 
they make you feel! 
The conversation turns into a heated shouting match. 
LIV (CONT’D)
53.
TOBIKO
This is not the way it’s supposed 
to be! 
LIV
Life rarely is! Stuff happens and 
you have to deal with it! 
TOBIKO
That’s why you’re here is it? 
Tobiko storms out. Liv quietly mops up the spilt tea.
Until Tobiko’s phone rings.  
CUT TO:
EXT. BEACH/PIER   DAY108 108
Liv bolts out the door and races along the beach.
She spots Tobiko and picks up her pace. 
At the end of the pier Tobiko closes his eyes and leans 
forward into the wind.  
Behind him, Liv races down the pier.
LIV
Tobiko! 
Startled Tobiko almost loses his balance. He grips quickly 
onto the side rail and spins around.
Liv stares at him, forlorn.
LIV (CONT’D)
I’m so sorry. 
INT. HOSPITAL CORRIDOR  DAY109 109
Liv and Tobiko sit waiting in the quiet, empty space. 
A nurse comes out and motions gently to Tobiko. 
Tobiko hands Liv a set of keys. Liv holds onto his hand.
LIV
Are you coming back?
TOBIKO
I don’t know.
Liv releases her hand and watches as Tobiko walks into a 
room.
54.
INT. HOSPITAL VIEWING ROOM  DAY110 110
Tobiko sits next to the body of his Father.
TOBIKO
(in Japanese)
Now we are going home. 
He strokes Akihiko’s hair softly.   
FADE OUT.
EXT. LAUNDRY/KITCHEN  DAY111 111
FADE IN:
Liv watches Milo with concern as the dog laps at a bowl of 
water.
LIV
What’s wrong sweetie?
A knock on the door before keys jingling can be heard. Liv 
sits up on alert.
Gert enters the house and is both relieved and shocked to see 
Liv.
GERT
What happened to your hair? Where 
the hell have you been?
LIV
(facetiously)
On my own holiday. 
Gert is overcome with emotion.
GERT
I went alone to sort my head out 
and came home because I thought you 
were... dying!
Liv indifferently gets up and starts to pack a bag with some 
clothes. 
LIV
I’m house sitting for a friend so 
why don’t you come back here for a 
while.  I’m sure we can work 
something out-
GERT
Liv-stop pretending that everything 
is normal! 
55.
LIV
Milo’s not well, it might be his 
arthritis again but- 
GERT
It’s over. It was... I was stupid  
and I know I hurt you, deeply! 
LIV
I don’t care about your god damm 
affair!!
Pause. 
GERT
You pretend you don’t care about 
anything. But you’ve never told me 
what happened.  You’re not 
invincible.
Liv walks towards the door.
LIV
You don’t know anything.
GERT
Then tell me! 
LIV
I can’t remember! I can’t remember 
what happened!
Before it spirals out of control, Liv walks out. 
INT. TOKYO AIRPORT NIGHT112 112
Tobiko stands with his Uncle at the baggage claim. 
UNCLE
(in Japanese)
You know, I heard nothing from the 
Embassy. Given his status it is 
shameful that they did not-  
Tobiko cannot hold his tongue.  
TOBIKO
(in Japanese)
Uncle, he was never...
His Uncle looks at him expectantly. Tobiko changes his mind.
TOBIKO (CONT’D)
(quietly in Japanese)
He was never one to stand on 
ceremony.
56.
Other PASSENGERS collect bags around them.
UNCLE
(in Japanese)
You were studying International 
Law?
An uncomfortable question.
TOBIKO
(in Japanese)
Things changed. 
UNCLE 
(in Japanese)
You know your Father always told me 
you were destined for great things. 
TOBIKO
I’m not sure what I should do 
now...
UNCLE
There is only one thing to do. Stay 
and make something of yourself. You 
are his only legacy.  Girls now, 
they want to marry and settle down. 
That’s only normal.
Tobiko spies his bag and takes it off the carousel.  
TOBIKO
This is all I have.
Surprised, his Uncle glances at the single small bag then 
follows after Tobiko. 
INT. TOBIKO’S APARTMENT  NIGHT 113 113
Keys jingle in the door as Liv enters.
Liv slowly walks through the apartment, picking up small 
trinkets, looking through CDs etc.  
She looks at his collection of plants hanging all around the 
apartment.
CUT TO:
Liv puts her tea stained, hand drawn portrait of Tobiko on 
the wall. She stands back and stares at his solemn face. 
EXT. AKIHIKO’S JAPANESE APARTMENT NIGHT114 114
Tobiko opens the door to the small, musty apartment and looks 
round.
57.
On the wall he spies an old dated photo of himself as a small 
child holding a little bird in his hands, with his parents on 
either side of him. 
CUT TO:
Rummaging through his small bag he takes out a ring box and  
manila envelope. He places them inside the drawer of the 
living room desk. 
CUT TO:
In the kitchen Tobiko opens the cupboards, totally bare apart 
from an old packet of noodles. 
EXT. SUPERMARKET  NIGHT115 115
Tobiko walks out carrying a shopping bag of groceries. 
A couple of Japanese TOURISTS approach.
TOURIST
(in Japanese)
Excuse me, are you from around 
here? 
TOBIKO
(in Japanese)
Yes.
TOURIST
(in Japanese)
Do you know where the train station 
is?
TOBIKO
(in Japanese)
Yes, from here you go down to the 
left and...
Tobiko looks around.
TOBIKO (CONT’D)
(in Japanese)
No, from here you turn-
He is lost and suddenly self-conscious about it. 
TOBIKO (CONT’D)
(in Japanese)
I’m sorry, I’m not sure. 
The tourists smile politely and move on.
58.
INT. AKIHIKO’S APARTMENT  NIGHT 116 116
Tobiko sits by the window eating out of a cardboard fast food 
carton. 
His ear holds his mobile phone against his shoulder.
AKARI (O.S.)
(on phone in japanese)
Why didn’t you call me?
TOBIKO
(in Japanese)
My Uncle picked me up.
Pause.
TOBIKO (CONT’D)
(in Japanese)
Hello?
AKARI
(on phone in Japanese)
You just disappeared for a while.
Uncomfortable territory. Tobiko deflects.
TOBIKO
(in Japanese)
Will you sing to me?
He puts the phone on speaker and lies on the ground as 
Akari’s melodious singing floats out from the phone. 
INT.  AKIHIKO’S JAPANESE APARTMENT  DAY. 117 117
Tobiko awakes as the alarm goes off. 
CUT TO:
Tobiko stands in front of a small bathroom mirror impossibly 
trying to get a full view of himself dressed in a formal 
suit. He brushes his teeth.
CUT TO:
In the living room he opens the desk drawer and stares at the 
ring box inside.
INT. FUNERAL HOME  DAY118 118
Tobiko sits in a funeral home service next to Akari.
They listen solemnly to the PRIEST as he delivers the sermon. 
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Tobiko looks behind him, at the handful of people in 
attendance. 
CUT TO:
INT. RECEPTION ROOM   DAY119 119
At the wake, Tobiko talks with a very humble FUNERAL 
DIRECTOR.
FUNERAL DIRECTOR
(in Japanese)
You understand the crematorium 
renovations mean the ashes cannot 
be situated until Monday.  
TOBIKO
(in Japanese)
Yes, I talked to your colleague 
already. 
FUNERAL DIRECTOR
(in Japanese)
I am very sorry for such 
inconvenience. 
He bows in deference and excuses himself. Akari hands Tobiko 
a drink as they scan the half empty reception room, scattered 
with MOURNERS. 
TOBIKO
(in Japanese)
I don’t know anyone here.
AKARI
(in Japanese)
They know you. 
TOBIKO
(in Japanese)
They know about me. It’s not the 
same. 
Akari tries to comfort Tobiko. 
AKARI
(in Japanese)
What is your last memory? 
TOBIKO
(in Japanese)
He didn’t make any sense in the 
end. It wasn’t him.  
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AKARI
(in Japanese)
Everything will be alright. You’re 
home.
Tobiko looks over at his Uncle who nods wisely at him. 
TOBIKO
He said... that I was lucky to have 
you.
Tobiko nervously takes out the ring box from his pocket.
Akari’s eyes widen with surprise.
INT. AKARI’S BEDROOM  NIGHT120 120
Akari guides him into the bed and takes her top off. She  
straddles Tobiko and tries to stimulate him, but there is no 
response.   
An awkward silence follows. 
TOBIKO
(in Japanese)
I’m sorry.
AKARI
    (in Japanese)
It’s just been a while. We have all 
the time in the world now. 
She lies on his chest as Tobiko stares tensely up at the 
ceiling. 
LANGUAGE TAPE VOICE (V.O.)
Which way is the train station?
INT. TOBIKO’S APARTMENT  DAY121 121
Liv waters Tobiko’s plants and repeats the language tape 
phrase.
LIV
(in Japanese)
Which way is the train station?
LANGUAGE TAPE VOICE (O.S.)
(in Japanese)
I’d like to buy a ticket please.
Liv looks up as she hears a knock on the door.
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INT./EXT.  FRONT DOOR  DAY122 122
Liv opens the door to find Sara waiting. Both surprised, they 
stare at one another.
SARA
Is Tobiko here?
LIV
No. His Father died. 
Sara’s face falls.
SARA
Is he coming back? I need him to 
sign....
Sara half-heartedly holds up a piece of paper.
LIV
I don’t know. 
Sara puts the paper back in her bag. 
SARA
You know why men behave badly? 
Because they can.   
Liv stands in the door frame and watches as Sara walks off. 
INT. TOBIKO’S BEDROOM  NIGHT 123 123
Liv tosses and turns in Tobiko’s bed.
She sits up with a gasp, frightened awake again. 
CUT TO:
INT. TOBIKO’S APARTMENT  NIGHT124 124
Sitting on the windowsill in a bathrobe Liv holds a $20 note 
in her hand, folding it again and again.  She stares out at 
the city lights.  
INT. BATHROOM  NIGHT125 125
In the darkened room, Liv’s silhouette can be seen standing 
in front of the mirror.
Her hand trembles as it reaches out for the light switch. 
The lights flicker on but Liv's eyes are shut.
With trepidation she opens them and stares at her reflection.
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Slowly, she lets her bathrobe slide off, revealing her naked 
body.
She runs her hand across the scar on her stomach, 
methodically round and round as she continues to hold her own 
fixed gaze in the mirror.
INT./EXT. TAXI/CITY STREETS  NIGHT126 126
Liv drives through the city, eyes scanning male faces she 
passes by. 
CUT TO:
Parked on the side of the road Liv watches people exit a 
night club. 
She jumps when a BUSINESS MAN opens the back door and gets 
in.
INT./EXT. TAXI/ROAD  NIGHT127 127
Out of her depth, Liv drives cautiously, glancing at her 
passenger in the backseat who remains preoccupied with his 
phone. 
BUSINESS MAN
Just here. 
Liv pulls over.
As the passenger offers Liv his credit card, her eyes take in 
the detail of his hand. 
LIV
(preoccupied)
Ah, I’m sorry the machine isn’t 
working. 
MAN
I don’t have cash.
LIV
That’s OK. It’s OK.
An awkward moment before the man warily gets out. Liv 
breathes a sigh of relief. 
As she looks for oncoming traffic to pull out again, a WOMAN 
knocks on the rear passenger window, looking at Liv 
hopefully.
CUT TO:
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INT./EXT.  TAXI/ROAD  NIGHT128 128
Montage.
Liv ferries a number of PASSENGERS around the city. The taxi 
becomes a space of confession as they all talk to Liv. 
WOMAN 1
It’s crazy, he’s 28 and he’s still 
there!    
CUT TO:
MAN 1
I’m not backing down, I just want 
my freedom. 
CUT TO:
WOMAN 2
It’s OK unless you have it every 
single day.
CUT TO:
MAN 2
I just don’t want to go. 
CUT TO:
WOMAN 3
I think it’s just... I’m just 
making things worse. 
CUT TO:
In the backseat an ELDERLY LADY unscrews the lid from a small 
bottle of whiskey and takes a dainty sip.
She says nothing as Liv ferries her round in silence. 
ELDERLY LADY
You know what the meaning of 
happiness is? Knowing something 
good is yet to come.
At this Liv smiles. 
INT. TOBIKO’S APARTMENT  DAY129 129
Liv waters the bonsai plants and glances out at the city 
below. 
She thinks long and hard to herself then gazes at her watch.
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INT./EXT.  CITY STREET/CONVENIENCE STORE  NIGHT130 130
Liv comes out of the store with a bottle of water. Ahead she 
sees an AGGRESSIVE MAN staggering along the dark street 
holding up a DRUNK WOMAN. The woman drops her purse but 
neither notice.
Liv picks up the purse. 
LIV
Excuse me!
MAN
Fuck off. 
The woman can barely stand. He props her up by a car and goes 
to speak to a group of drunken FRIENDS near by who laugh 
vulgarly.
Liv takes the woman by the arm and leads her into the taxi. 
The man turns around. 
MAN (CONT’D)
Hey, what the fuck do you think 
you’re doing lady? 
He runs over and bangs on the taxi hood.
MAN (CONT’D)
Hey!
His aggressive voice catches the attention of a patrolling 
pair of POLICE OFFICERS who cross the road.
Liv freezes but the Police head for the man.
POLICEMAN
Is everything OK here?
MAN
No, this stupid cow didn’t hear me- 
we don’t need a ride.
LIV
She’s not with him.
MAN
What the fuck?!!
The Policeman holds him back.
POLICEMAN
Oh yeh. You’re every woman’s dream.
The other Policeman turns to Liv.
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POLICEMAN (CONT’D)
Get her home safely OK?
Liv nods, shuts her door and drives off. The Man swears after 
her as the Police continue to calm him down. 
INT./EXT. APARTMENT  NIGHT 131 131
Liv opens the door of an apartment and guides the drunk woman 
in. 
DRUNK WOMAN
I feel sick.
CUT TO:
Liv holds the woman’s hair back as she vomits into the 
toilet. 
CUT TO:
As the woman lies on her bed, Liv takes her shoes and tights 
off.
LIV
(softly)
Go to sleep.
She pulls the covers over the woman and walks out. 
INT. AKIHIKO’S JAPANESE APARTMENT  NIGHT132 132
Tobiko lies in bed awake. He reluctantly gets up.
CUT TO:
Steam rises from a cup of tea that sits on the desk. Tobiko 
opens the desk drawer and slides out the envelope. 
Apprehensively, he opens it and takes a large photograph out. 
He pins the ultrasound image of a 5 month old baby on the 
wall, next to the old picture of himself as a child with his 
mother and father. 
He stands back and stares at image of his child, overwhelmed.
INT. TOBIKO’S APARTMENT  NIGHT133 133
Traditional Japanese music plays as Liv sits on the floor 
smoking a joint and practising her katakana Japanese writing.
In her altered state she imagines a single pink petal float 
down onto her paper. Entranced, she watches as flower 
blossoms fall from the ceiling. 
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Soon the entire room is covered in beautiful, bright petals.
CUT TO:
Asleep, Liv jolts awake as a car horn sounds outside.
She looks up and sees her African sponsor children looking 
out the window. 
SPONSOR CHILD 1
This is not the right way.
SPONSOR CHILD 2
Don’t look for what you can’t find. 
Undeterred, Liv picks up a set of keys and walks out. 
INT./EXT. TAXI/ROAD  NIGHT134 134
Montage. Underscored only.
Liv drives through the streets accepting only male 
passengers.
She furtively studies their hands each time they offer her a 
credit card. 
INT. TAXI/STREET  NIGHT135 135
Liv sits parked by the side of the road, staring vacantly 
ahead. She sighs heavily and turns the keys in the ignition.
Out the window she spies a heated argument between a YOUNG 
WOMAN and her HUSBAND. 
Liv gets out of the car and walks over to the man.  Without 
warning she hits the man on the back. He turns around and she 
shoves him hard in the chest. A violent scuffle erupts before 
Liv slaps him across the face. 
YOUNG WOMAN
Stop, Stop!
Liv pulls back and stares at the blood on the man’s lip. He 
cowers away from her as his wife stands protectively in front 
of him.  
YOUNG WOMAN (CONT’D)
What the hell are you doing? 
A group of passersby stop and stare with concern. Shocked by 
what she has done, Liv looks around and sees all eyes are on 
her. 
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INT. POLICE INTERVIEW ROOM  NIGHT 136 136
A fleuroscent light flickers on the ceiling. 
Liv sits silently nursing a plastic cup of coffee.
A POLICEMAN enters and sits opposite her. 
POLICEMAN
OK, we’re finished for tonight. His 
wife wanted to proceed but he 
doesn’t want to press charges. You 
know how lucky you are?
Liv smirks cynically. 
POLICEMAN (CONT’D)
But driving a taxi without the 
required license... is of course an 
offence we have to investigate. 
LIV
You have to investigate. Is that 
what you have to do?
He looks at her, perplexed.
LIV (CONT’D)
He had very fine hands, long nails 
like a classical guitar player 
except the left middle finger nail 
which was dead. Your colleague said 
I should have paid more attention 
to his face! 
The Policeman looks at his notes, confused.
POLICEMAN
I’m sorry, what are you-
LIV
I did everything I was supposed to! 
And you never found him! (shouting) 
You never found him! 
The DUTY SERGEANT opens the door, eyebrows raised at his 
colleague, who dismisses his concern with a shake of the 
head.
DUTY SERGEANT
The husband’s here. 
Amidst the awkward silence, Liv gathers herself together and 
walks out, slamming the door behind her. 
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INT. AKIHIKO’S JAPANESE APARTMENT  DAY137 137
Tobiko opens the door to find Akari, who brushes past him 
urgently. 
TOBIKO
(solomnly in Japanese)
Akari I have something-
AKARI
(in Japanese)
I need the bathroom.
Tobiko waits in the hallway, nervous. 
AKARI (O.S.) (CONT’D)
(in Japanese)
Noriko and Emi are coming here to 
witness the registration form.
The toilet flushes and Akari walks past him into the kitchen, 
kisses him on the way.
AKARI (CONT’D)
Then we can go to the office and 
make an appointment.
Tobiko follows, trying to get her to listen.
TOBIKO
(in Japanese)
Akari I need to tell you something. 
Akari is oblivious and pours herself a glass of water.
AKARI
(in Japanese)
They are very excited. Noriko is 
already bringing me wedding dress 
catalogues and- 
TOBIKO
(loudly in Japanese)
Listen to me!
Surprised, Akari looks up at Tobiko. Suddenly realising the 
ultrasound is still on the wall, Tobiko looks back at Akari 
anxiously. 
Akari’s eyes glance upon it. Intrigued she steps closer and 
closer. 
AKARI
(in Japanese)
What is that?
TOBIKO
Akari...
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Standing right in front of it Akari stares at the image until 
it dawns on her. She drops the glass which breaks and sends 
water everywhere. 
AKARI
(in Japanese)
I don’t know what’s going on.  
TOBIKO
(in Japanese)
I couldn’t find the words to say 
what I had done.
Akari dry wretches. Tobiko instinctively reaches for her but 
she moves away. 
AKARI
(in Japanese)
Is this a joke? Are you cruel or 
sick in the head to make me look at 
this? 
TOBIKO
(in Japanese)
It was a mistake. 
She tears the image down and rips it up.
AKARI
Getting someone pregnant or getting 
caught? 
Silence as Akari sits with her devastation. 
AKARI (CONT’D)
(in Japanese)
You can’t call me, or touch me or 
look at me. 
She takes her ring off and drops it on top of the ripped up 
ultrasound pieces on the floor.
AKARI (CONT’D)
And you can’t hide a lie with 
something pretty.
A knock on the door and Akari’s friends Noriko and Emi enter 
holding balloons. 
NORIKO AND EMI
(in Japanese)
Congratulations!!!
Tobiko sees them in slow motion, joyfully jumping around 
blowing party whistles, oblivious to what has transpired.
A balloon drifts out the window. Emi and Noriko realise 
something is wrong, and stop jumping. 
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Tobiko’s slow motion vision stops, and he is suddenly aware 
of the women staring at him confused as Akari starts to cry.
INT.  BAR  NIGHT138 138
The room is small but loud with PATRONS’ chatter.
Tobiko, drunk, stands on the karaoke stage and solemnly sings 
a heartfelt love song. 
The song ends and the next PARTICIPANT comes up on stage. 
Tobiko refuses to move. 
PARTICIPANT
(in Japanese)
That was your third song. There are 
people waiting here.
Tobiko ignores him and chooses another song. He stares 
defiantly at the man as the introduction music plays.
Wary, the man walks off the stage as Tobiko begins to sing 
again until he is forcefully removed by the MANAGER.
CUT TO:
A COUPLE sing a duo, young and carefree.
Tobiko, surrounded by empty glasses, watches them from the 
bar. He downs the last drink and stumbles out.
INT./EXT.  TOKYO CITY CURB/TAXI RANK   NIGHT139 139
Tobiko stumbles along the footpath and onto the road where he 
is almost his by a car. Tyres screech and a horn blasts.
CUT TO:
At a taxi rank, drunken Tobiko waits at the front of the 
line. 
TOBIKO
(in Japanese)
I hope you tip your drivers.
People in the queue look at him uneasily. He points 
dramatically to his eyes.
TOBIKO (CONT’D)
(in Japanese)
Do you even look at them? 
He walks past the line of people waiting, glaring at them 
provocatively.
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TOBIKO (CONT’D)
(in Japanese)
Do you know their name?
He walks back to the front of the line.
TOBIKO (CONT’D)
(in Japanese)
What’s my name?  Say it!
The next taxi pulls up and Tobiko stumbles in.
INT./EXT. TAXI/CITY STREETS  NIGHT140 140
The DRIVER turns to Tobiko.
DRIVER
(in Japanese)
Destination?
TOBIKO
(in Japanese)
144 Lake St. (Pause) No. Just drive 
through the city for a while. 
The driver pulls onto the road. 
INT./EXT.  TAXI/CITY STREETS  NIGHT141 141
Montage. Underscored only.
Tobiko stares out the window as he is driven through the 
colourful, noisy city.  
INT./EXT.  CAR/ROAD  NIGHT142 142
Liv and Gert drive in tense silence. Gert is beyond 
exasperated.
GERT
Maybe you should hit people who 
deserve it, like me. 
Pause. 
GERT (CONT’D)
What’s happened to you? Stealing a 
taxi? You’re a children’s librarian 
for God’s sake! 
LIV
I just want to go home. 
GERT
Well where are you house sitting? 
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LIV
No, I want to go home. 
Though surprised, Gert drives on without another word. 
INT. KITCHEN NIGHT143 143
A loud silence as Gert and Liv sit opposite one another at 
the kitchen table, nursing tea.
GERT
I don’t know if you’ve been ready 
to hear me. But I’m sorry. 
LIV
Just... take that word out of your 
vocabulary. 
Liv gets up and looks through the liquor cabinet. 
LIV (CONT’D)
And go. Go and stay with your 
girlfriend. 
GERT
I told you it’s over. 
Restless, Liv paces around the room. 
LIV
You know the worst thing about it 
all is that I loved you without 
fear. 
GERT
You can be righteous for as long as 
you need to be. And then please, 
tell me what you want. 
He walks out the door.
INT./EXT. CAR/DRIVEWAY NIGHT144 144
The radio plays as Gert sits in the car.
Liv walks out from the house and stares at Gert 
questioningly.  After a moment she gets in the passenger 
side.
GERT
I didn’t know where to go. 
Silence. 
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LIV
He said the perfume I wore was the 
same as his girlfriend’s but that I 
was not as pretty.
Gert is at first confused, but then understands what the 
narrative is about. 
LIV (CONT’D)
That he was disappointed with that. 
But I was getting old and that was 
to be expected. I said I could give 
him money but then he cut me and 
said he didn’t want to buy 
anything, he just wanted to watch 
what it would be like to die. He 
wanted to see the moment when 
everything was gone. I tried to ask 
him questions, make him feel 
important. But that didn’t work.  
Liv takes a moment.
Overcome, tears fall from Gert's eyes.  He takes Liv's hand 
as they continue to sit in the car together. 
INT. GERT'S BEDROOM/HALLWAY  NIGHT145 145
Liv opens the door and peers in.
LIV
Gert?
Gert stirs and sits up.  He looks at her anxiously. 
CUT TO:
INT. LIVING ROOM  NIGHT146 146
In front of the fire, Milo lies in his dog bed, breathing 
heavily. 
Gert and Liv sit on either side of her.
LIV
Little Milo. 
GERT
This dog had an extended warranty. 
Liv flicks the old jumper sleeve that sticks out from the dog 
bed.
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LIV
I gave you that jumper. It’s bloody 
cashmere! 
GERT
And he bloody knows it! 
They share a laugh.
LIV
(quietly)
I want to tell you where I’ve been. 
They look at one another softly. Something has shifted.  
INT./EXT. APARTMENT BLOCK/TAXI  NIGHT147 147
A loud fire alarm sounds as Tobiko’s taxi pulls up to the 
Apartment block where RESIDENTS begin to mill around out the 
front. 
Tobiko gets out and rushes into the building.
INT./EXT. AKIHIKO’S JAPANESE APARTMENT  NIGHT148 148
Tobiko bursts into the apartment and looks around the room.
He rips the (now taped together)ultrasound from the wall.
A FIREFIGHTER runs past the open front door.
FIREFIGHTER
(in Japanese)
Hey! Evacuate now!
Tobiko stumbles out. A moment later he runs back in and 
retrieves his Father’s urn.
FIREFIGHTER (CONT’D)
Now!
The Firefighter drags him back out again.
CUT TO:
EXT. APARTMENT BLOCK/FOOTPATH  NIGHT149 149
With fire engines parked by the kerb RESIDENTS mill around 
the front of the building. 
Tobiko sits away from the Neighbours in the doorway of an 
adjoining apartment block, listening to a voice message on 
his phone.
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MAN (O.S.)
(on phone message)
Just because you lease a taxi 
doesn’t mean you do whatever the 
fuck you want! I’ve just had a call 
from the police- who the hell is 
Liv Graversen?!
A LITTLE GIRL in pyjamas walks over and sits down next to 
him. He puts his phone away.
LITTLE GIRL
(in Japanese)
My mother is a witch. 
Tobiko is totally disinterested.
TOBIKO
(in Japanese)
OK.
The little girl points to the urn.
LITTLE GIRL
(in Japanese)
What’s in there?
Tobiko stares at the urn.
LITTLE GIRL (CONT’D)
(in Japanese)
What’s in-
TOBIKO
(in Japanese)
- a mouse. It’s a... mouse.
LITTLE GIRL
(in Japanese)
Can I see it?
TOBIKO
(in Japanese)
No, it might run away.
Tobiko moves the urn out of reach and does up the little 
girl’s shoelace.
LITTLE GIRL
(in Japanese)
But if it did run away, how would 
you find it? 
Tobiko thinks for a moment.
TOBIKO
(in Japanese)
I would have a special call.
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Tobiko cups his hands around his mouth and mimics his 
Father’s bird call.
TOBIKO (CONT’D)
Pee-op! Pee-op!
The girl mimics the hand movements. Tobiko cannot help but 
smile.  
MOTHER (O.S.)
Maiko!
The little girl’s emotional MOTHER runs over.
MOTHER (CONT’D)
(in Japanese)
You can’t just run off like that!
LITTLE GIRL
(to Tobiko in Japanese)
I told you she was a witch. 
MOTHER
(in Japanese)
You get lost so easily! Come on.  
They walk off together.
LITTLE GIRL (O.S.)
Don’t hold my hand, I can’t do the 
call!
Residents start moving back inside as FIREMEN exit the 
building.  
Tobiko watches as the little girl disappears into the crowd.  
A faint pee-op sound is heard in the distance. 
Tobiko smiles sadly.
INT.  LIVING ROOM  EARLY MORNING150 150
Liv and Gert lie asleep in front of the fire, curled around 
Milo the dog, now dead. 
Liv stirs and sits up. 
She touches Milo gently, lets her hand linger on the animal 
as she says her silent goodbyes. 
INT. AKIHIKO’S JAPANESE APARTMENT  EARLY MORNING151 151
Sun streams in over Tobiko’s face.
He wakes and sits up.
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Something catches his eye and he leans out the window.
INT. GARDEN  EARLY MORNING152 152
Liv holds Milo in his jumper as Gert digs a hole.
They place him inside and cover him with dirt. 
GERT
Goodbye old friend. 
Liv leans up and kisses Gert deeply. Tears fall from her eyes 
and she begins to cry. 
LIV
Why did you do that to me?! Why?!
Gert wraps his arms around her as Liv tries to break free. 
She relents and lets him rock her back and forth, overcome 
with emotion himself.  Liv sobs loudly.
EXT. APARTMENT ROOFTOP  DAY153 153
Tobiko opens the door and steps out onto the concrete 
platform.
He walks around to the side and sees the string of a balloon 
stuck on a corner of the railing. He leans out precariously 
and looks down, almost losing his balance.
Flustered, he clutches the side railing and leans out again. 
This time tugging on the string and releasing the balloon 
into the air.
Tobiko watches as it floats off into the distance.
Behind Tobiko, a group of OLD WOMEN enter the rooftop and set 
up for tai chi, talking to one another.
OLD WOMAN 1
(in Japanese)
Hope you weren’t smoking in bed. I 
missed my program because of you. 
OLD WOMAN 2
The system is faulty. It happens 
every 3 months!
Tobiko tries to quietly leave but the door is jammed. Another 
OLD WOMAN approaches, smiling warmly. 
OLD WOMAN
(in Japanese)
Why don’t you join us?
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TOBIKO
(in Japanese)
It’s not for me.
OLD WOMAN
(in Japanese)
You used to come up here with your 
Father. I remember you Tobiko.
She gently puts her hand around his tightly gripped hand. 
Tobiko stares at her until tears spill from his eyes. She 
continues to hold his hand as Tobiko cries.
INT. RETIREMENT HOME HALL  DAY154 154
The room is filled with elderly RESIDENTS in the midst of a 
party.
In a line at the food table Liv leaves a furtive voice 
message on her phone.
LIV
(quietly)
Tobiko, please answer my calls. 
I’ve gotten you in trouble and I 
don’t know what to do.
She hangs up and reaches for a plate as Oskar joins her. 
OSKAR
I’m not sure if it’s a birthday or 
a funeral. They all blur into one.
ASTRID 
Tell that woman the food is for 
children who do not abandon their 
old mothers. 
Astrid glares at Liv before walking over to a table by the 
window. 
LIV
How can you stand her?
OSKAR
She’s still a little girl whose 
mother left one day and never came 
back. Difficult for you. Sad for 
her.
LIV
And for you?
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OSKAR
She’s different with me. Everyone 
needs a witness to their life and 
she is mine. 
Liv looks over to her mother eating alone. 
CUT TO:
Liv hesitantly sits next to her mother, who pointedly shifts 
away.
LIV
Things are changing mum.
ASTRID
They always do.
LIV
It makes me scared.
Astrid breaks the long silence with words difficult to speak. 
ASTRID
(quietly)
I was afraid that I could love you 
too much and that I wouldn’t know 
what to do with that. I thought it 
would not be a good thing. 
Slowly, Astrid reaches out towards Liv's hand, but decides on 
the table instead. She taps it gently.  
ASTRID (CONT’D)
But it was. 
A waltz starts to play in the background. Liv takes her 
mother’s hand.
EXT. ROOFTOP  DAY155 155
Tobiko stands in the middle of the group of old women 
following their tai chi movements. 
They are slow and graceful and Tobiko is for the first time, 
in the moment.
INT. RETIREMENT HOME HALL  DAY156 156
Liv dances slowly with her mother to the waltz. 
INT. CREMATORIUM  DAY157 157
Tobiko stands in front of his Father’s plaque, watching on as 
the urn is placed inside by an ATTENDANT. 
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Tobiko runs his fingers over the memorial words that read in 
Japanese: ‘First and foremost, a loving Father.’
INT. TRAIN  DAY158 158
Tobiko sits on the train next to other COMMUTING PASSENGERS 
with suitcases. 
He stares out the window as the scenery whizzes by. 
FADE OUT.
INT. BABY SHOP   DAY159 159
Melbourne. 
Chaos and noise as Tobiko stands helplessly looking round the 
shop. 
An EMPLOYEE walks over and smiles knowingly.
EMPLOYEE
Can I help you?
TOBIKO
(embarrassed)
I don’t know what I looking for.
EMPLOYEE
Is this your first?
Tobiko stares at her as he takes the question in.
The sound of a door knock is heard.
TOBIKO (V.O.)
When I was little I was scared of 
spiders.
INT./EXT. SARA’S APARTMENT  DAY160 160
The old photo of Tobiko with his mother and father slides 
through the mail slot.
Outside Tobiko waits nervously. 
TOBIKO
My dad told me if I sung to them 
they wouldn’t bite.
Sara slowly opens the door holding the photo. An awkward 
silence passes between the two.
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SARA
I’m sorry about your father. 
She closes the door in his face as rain starts to fall. 
CUT TO:
EXT.  GARAGE/APARTMENT BLOCK  DAY161 161
It’s pouring wet.  
Tobiko opens the passenger side door of his taxi and rips the 
karaoke machine out, roughly pulling on chords and equipment. 
Flustered, he dumps it in the apartment block rubbish bin and 
stares at it, now soaking wet. 
A TEENAGER walks past and looks in. Intrigued he pulls it 
out, but Tobiko grabs it back. 
TOBIKO
(shouting)
It doesn’t work anymore!
Tobiko dumps it back in the bin and storms off, leaving the 
startled boy alone in the rain. 
INT. TOBIKO’S APARTMENT  DAY162 162
With nimble fingers, Tobiko carefully folds together origami 
paper. 
EXT.  INGRID’S HOUSE  DAY163 163
Liv cycles up the driveway and discovers a package on the 
front door step.
She opens it to find a small toy taxi with a woman figurine 
driving. Confusion turns to quiet relief. 
INT. TAXI COMPANY OFFICE DAY164 164
A slightly dishevelled Tobiko sits in silence as the 
overweight CLERK watches a TV football match playing in the 
adjoining rec room.
TOBIKO
Where’s Tony?
CLERK
Some sort of ‘valve’ issue. Fat 
fuck. 
82.
Without taking his eyes off the TV the Clerk points at the 
paper in front of Tobiko. 
CLERK (CONT’D)
(casually)
Your lease is suspended until the 
report is done. Personally I’d fire 
you on the spot but- YES!!!! 
A goal is scored and he fist pumps the air. 
TOBIKO
But technically-
CLERK
- a taxi is not a night club and 
we’re not in Japan so what the hell 
with the karaoke machine?! 
Tobiko’s phone beeps with a message. After reading the 
message he races out.
CLERK (CONT’D)
Hey! We’re having a meeting here!
Pissed, the Clerk goes back to watching the football game.
INT.  LIV'S LIVING ROOM  DAY 165 165
Focused, Liv sketches animals on her notepad, surrounded by 
numerous other drawings and handwritten notes. 
The toy taxi sits on the table in front of her. 
She glances at the clock. Later than she thought Liv 
hurriedly gets her bag together and leaves.
INT./EXT. SARA’S APARTMENT  DAY166 166
Tobiko nervously approaches the front door again. Braces 
himself to knock but finds it open.  He hesitantly walks 
inside and stops dead in his tracks. 
Sara leans against the wall holding her belly, blood running 
down her inner leg. 
CUT TO:
INT./EXT. AMBULANCE/HOSPITAL CORRIDOR  DAY167 167
AMBULANCE OFFICERS guide the trolley out of the back and 
wheel Sara inside the emergency department.  
Tobiko follows after and tries to keep up with the fast paced 
chaos of the situation as DOCTORS urgently tend to Sara.
83.
DOCTOR
She’s full term?
TOBIKO
She... yes. 
DOCTOR
Were there any recent 
complications?
TOBIKO
(flustered)
No. I don’t know. 
DOCTOR
You’re the Father?
TOBIKO
Yes. Yes.
The Doctor nods before they wheel Sara through the doors to 
surgery.
A Nurse holds him back.
Tobiko looks after her with quiet desperation.
INT. PSYCHOLOGIST’S WAITING ROOM  DAY168 168
Liv sits nervously watching fish swim around a large tank. 
The door opens and a PSYCHOLOGIST beckons her forward. 
INT. HOSPITAL WAITING ROOM DAY169 169
Tobiko sits nervously in the waiting room. 
The football match continues to play on the TV mounted to the 
wall. 
A DOCTOR appears and warily beckons Tobiko forward.
INT. DOCTOR’S OFFICE  DAY170 170
The Doctor steps delicately into the conversation. 
DOCTOR
Things don’t always go as planned. 
Sara’s uterus ruptured, and she’s 
lost a lot of blood. She’s still in 
surgery.
Tobiko can hardly bring himself to look at the doctor’s face. 
84.
TOBIKO
(anxiously)
The baby?
INT. PSYCHOLOGIST’S ROOM  DAY171 171
The Psychologist offers Liv a supportive smile.
LIV
I kept thinking if I say something 
out loud, it will feel like it’s 
happening all over.
PSYCHOLIGIST
But it is happening again and 
again, isn’t it.
Liv nods reluctantly. 
PSYCHOLOGIST
You cancelled three appointments so 
why now?
Liv takes a moment.
LIV
I don’t think I can hold my breath 
any longer. 
INT. NEONATAL ROOM  DAY172 172
Tobiko’s BABY screams loudly in her bassinet. 
Captivated, Tobiko stares at her wide-eyed. 
He holds out his hand and the baby wraps her own around his 
finger.
He sings quietly to her in Japanese.
EXT. LIV'S GARDEN  DAY173 173
Liv watches with delight as Gert struggles to drag a bagged 
Japanese maple tree across the grass.  
GERT
Is this a spectator sport or what?
Liv joins him as they lug the tree together. One last shove 
and they stop, panting.
Pause.
85.
A silent understanding passes between the two before they 
begin to plant the tree. 
LIV (V.O.)
I held onto these, just in case a 
miracle happened.
INT. HOSPITAL MATERNITY  GARDEN  DAY174 174
Liv sits with Tobiko in the small paved garden, cradling his 
baby.
Tobiko holds up a tiny cardigan.
LIV
(to baby)
But I think they were actually made 
for you. 
TOBIKO
They’re beautiful, thank you.
LIV
How is Sara? 
TOBIKO
She’ll be here for another week. 
LIV
Are you scared?
TOBIKO
Completely.
LIV
Then I think you are going to be a 
good Dad. 
Silence.
LIV (CONT’D)
I’ve made things very difficult for 
you. 
TOBIKO
I had a lot of loud white men 
shouting at me lately. 
LIV
They’re the worst.  
TOBIKO
(deadpan)
Don’t worry. I will come and visit 
you in jail. If I don’t end up 
there too. 
86.
LIV
That’s sweet.
They laugh quietly.
TOBIKO
I quit my taxi lease, so I can go 
to University.
LIV
International Politics at last?!
TOBIKO
No. ‘The psychology and catharsis 
of karaoke.’ What do you think?
LIV
What does Sara think? 
Tobiko’s lightness disappears. 
TOBIKO
We’re not, I don’t know what we 
are...
LIV
That sounds familiar. 
A NURSE motions to Tobiko.
NURSE
She’s awake. 
TOBIKO
(to Liv)
Are you alright with her?
LIV
Yeh yeh.
Tobiko walks inside, leaving Liv to cradle the baby who 
begins to cry.
LIV (CONT’D)
Hey hey, sshhh, let me tell you a 
story.
FADE TO BLACK.
INT. LIBRARY  DAY175 175
FADE IN:
6 months later.
Liv sits in front of a group of children reading her finally 
published book. 
87.
The pictures are of a taxi cab and a Japanese driver. In the 
back seat a little girl can be seen singing.
LIV
... and the more you sang, the 
further you drove for the engine 
was powered by music.
Liv looks around at the sea of little faces, captivated.
LIV (CONT’D)
Now Mischa did not think she was 
very good, but it was not the notes 
that mattered, but how happy your 
heart was. And she rather enjoyed 
singing. She made up songs of her 
own, about why gherkins were green 
and how sometimes the world looked 
better when walking backwards. 
She turns a page and sees her colleague Karen standing at the 
back listening in. 
LIV (CONT’D)
And at the end of her journey Misha 
didn’t want to get out. But do you 
know what Tobiko the taxi driver 
told her? ‘a taxi can only take you 
so far, but a song can be sung 
wherever you are’. 
She closes the book and the children clap.
LIV (CONT’D)
OK, now you can go and play in 
Tobiko’s taxi, off you go!
A little boy hands Liv a half eaten sandwich.
LITTLE BOY
I don’t like ham so you can have 
it. 
He runs off to the corner of the room where a giant taxi has 
been made out of cardboard. The kids clamber in and out, 
sitting on the seats, playing with the plastic karaoke 
machine. 
Karen comes over to Liv and admires the taxi.
KAREN
Now that’s what I call a fucking 
installation.
LIV
Language.
88.
Sarah takes the self published book from Liv and skims 
through it.
LIV (CONT’D)
I’ve got a meeting with that  
publisher on Monday. 
KAREN
About fucking time. 
Karen gives her a playful smile before walking back to the 
front counter. 
INT./EXT. MONTAGE  DAY176 176
Liv's V.O runs throughout the montage.
Astrid reads in bed. Oskar lies sleeping next to her.  
LIV (V.O.)
Dear Jayjom, I didn’t forget your 
birthday. I think 15 is a great age 
to be.
CUT TO:
Sara drops a crying Anja off at Tobiko’s apartment. They 
exchange forced pleasantries before she heads out the door. 
LIV (V.O.)
It’s a long time ago now but I 
remember thinking how certain I was 
of life only for it to change the 
next day. 
The baby is soon distracted as Tobiko shows her his bonsai 
plants.
CUT TO:
Liv runs through the forest with a tempered steady pace. 
LIV (V.O.)
You’ve both been in my thoughts a 
lot the past months. 
EXT. LIV'S GARDEN/HOUSE  DAY 177 177
Liv sits at the garden table writing a letter.  
LIV (V.O.)
I hope school is going well. Tell 
me what’s new in your world. 
Gert sticks his head out from the kitchen window.
89.
GERT
What else goes in the sauce? 
LIV
I’ll be there in a minute.
Liv folds up the letter and puts it in an envelope. 
INT. DINING/LIVING ROOM  EVENING178 178
Upbeat music plays softly in the background as a family 
gathering commences. 
On the couch Oskar sits with Liv who irritably switches 
pillows behind her back.
ASTRID
You can feel how cheap they are! 
There’s no support. 
Oskar hands her another cushion from the chair.
OSKAR
Yes OK, here.
CUT TO:
In the kitchen anxious hosts Gert and Liv fuss around each 
other.
GERT
Where is it?!
Gert peers into the fridge as Liv opens the oven.
LIV
Open your eyes! Yes, behind the... 
cheese.
Liv stands holding a roast as the door bell goes.
LIV (CONT’D)
Shit!
CUT TO:
Flustered, Gert opens the door and warmly greets Tobiko, 
holding Anja.
GERT
Hello!
Gert takes Anja who promptly spits up on him. 
GERT (CONT’D)
OK, that was a good start!
90.
Tobiko, lugging a large baby bag whips out a cloth and wipes 
it up. 
TOBIKO
It just means she likes you. 
They walk inside. 
INT. DINING ROOM  EVENING179 179
Oskar, Astrid, Gert, Tobiko and baby Anja sit around the food-
filled table as Liv pours herself a glass of wine.  
GERT
OK, everyone help yourself. We 
don’t stand on ceremony.
Liv looks around the table and suddenly stands.
ASTRID (O.S.)
Is she walking off again somewhere?
Liv looks up at the photos of her African sponsor children on 
the mantle piece then at her guests, disparate faces and ages 
watching with anticipation.
LIV
I haven’t had you all here together 
before and I didn’t want that to go 
unnoticed.  I would say grace if I 
had a god to thank. 
Astrid offers a derisive glare.
LIV (CONT’D)
So I’ll bypass deities and offer 
you my gratitude directly. 
She looks at Tobiko.
LIV (CONT’D)
(in Japanese)
I’m glad you’re here. 
Tobiko raises his glass. They hold each other’s gaze as the 
room fills with lively banter and music. 
Liv glances out into the garden. A bird in the maple tree 
sharpens its beak on a branch. It looks toward the window 
briefly before taking flight.  
THE END
91.
